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"The  old  English  word  travel  was  originally  the 
same  as  travail  (meaning  trouble,  work,  or 
torment)  which  in  turn  comes  from  the  Latin 
tripalium  (a  three-staked  instrument  of  tor¬ 
ture).  Daniel  Boorstin 

Tourisms:  suitcase  Studies 

Elizabeth  Diller  +  Ricardo  Scofidio 

In  distinguishing  travel  from  the  medi¬ 
ated  and  consoling  experience  of  com- 
merical  tourism,  Patrick  Fermor  pre¬ 
dicts  that  in  killing  the  thing  that  it  loves, 
tourism  will  become  so  hellish  that  it  will 
start  to  resemble  a  quest  for  a  new  kind 
of  strenuousness  and  perhaps  return 
full  circle  to  the  idea  of  travel. 

In  a  time  of  rapid  cultural  assimilation  in 
which  mobility  is  replaced  by  the  "abso¬ 
lute  speed"  of  telecommunications, 
travel  curiously  remains  a  highly  valued 
activity.  However,  in  today's  travel/tour¬ 
ism,  relations  between  bodies,  geogra¬ 
phies,  histories,  and  technologies  have 
reconfigured. 

In  the  conversion  of  site  into  sight,  the 
sightseer  must  pay  for  his  optical  pleas¬ 
ure.  His  desire  for  authenticity,  for  ex¬ 
ample,  in  the  case  of  the  historic  site,  to 
stand  on  the  very  spot  the  general  fell, 
to  occupy  the  actual  room  in  which  the 
celebrity  slept,  to  see  the  original 
manuscript  later  drafted  into  law,  is 
fulfilled  through  a  construction  of  site/ 
sight  representations  in  which  historic 
time  may  be  petrified,  reenacted,  or 
completely  fictionalized.  Some  con¬ 
structions  of  tourism  overtly  act  as  time 
machines  thrusting  us  backward  and 
forward  through  the  present. 

The  tourist's  accountability  toward  the 
authentic  experience  resides  in  the 
souvenir  and  the  snapshot,  both  irre¬ 
ducible  pieces  of  portable  evidence  of 
the  sight  having  been  seen.  As  the 
ultimate  authenticating  agent,  the  cam¬ 


era  collaspes  physical  distance  into  the 
space  between  prescribed  photo  op¬ 
portunities.  Within  that  shallow  space, 
tourism  displaces  the  unsightly  into  a 
visual  blind  zone  while  freely  trans¬ 
planting  attractions  from  donor  sites 
into  the  reconstructed  visual  field. 
Onto  this  altered  geography,  tourism 
disperses  the  location  of  origin,  the 
home,  as  a  way  of  domesticating  travel. 
"You’ll  feel  right  at  home",  is  the  reas¬ 
suring  advertising  slogan  of  Caravan 
Tours. 


Contemporary  travel/tourism,  parallels 
our  new  sensibility  engendered  by  tele¬ 
technologies.  It  engages  in  a  highly 
structured  yet  delirious  free  play  of 
space  and  time  in  which  our  stability  is 
simultaneously  assured  and  thwarted. 

As  a  traveling  exhibition,  the  show's 
mobility  parallels  its  theme.  The  exhibi¬ 
tion  travels  in  fifty  identical  Samsonite 
suitcases,  the  suitcase  being  the  irre¬ 
ducible,  portable  unit  of  the  home.  In 
addition  to  transporting  the  contents  of 


M 


the  exhibition,  the  suitcases  double 
as  display  cases  for  the  exhibition  of 
their  contents.  Further,  the  exhibition 
accepts  it  own  role  as  attraction,  im¬ 
plicating  the  museum  as  a  complici- 
tous  agent  in  the  tourist  trade. 

Beds  and  Battlefields:  Two  types  of 
attractions  feed  on  the  tourist  desire 
for  authenticity  and  his  abiding  inter¬ 
est  in  the  legacy  of  heroism.  The 
vacated  bed  of  the  popular  figure 
and  the  vacated  landscape  of  the 
soldier  are  both  imbued  with 
"presence  "  however,  presence  that 
replaces  immediacy  with  systems  of 
representation. 

The  bed  is  the  most  private  site  of  the 
body's  inscription  onto  the  domestic 
field.  The  tourist/voyeur,  only  permit¬ 
ted  to  peer  through  the  door  frame, 
confirming  the  official  postcard  view, 
is  priveleged  to  an  enshrinement  of 
the  ordinary.  Each  artifact  placed 
inside  the  sanitized  field  of  vision  is  a 
marker  that  plays  a  precise  narrative 
role  in  the  embodiment  of  that  public 
figure. 

The  battlefield,  an  otherwise  undiffer¬ 
entiated  ground,  becomes  an  ideo¬ 
logically  encoded  landscape  through 
the  commemorative  and  hortatory 
function  of  the  marker.  As  the  marker 
inscribes  the  war  onto  material  soil,  it 
becomes  the  sight.  Directed  by  a 
system  of  markers,  the  tourist/strate¬ 
gist  participates  in  a  reenactment 
of  the  battle  by  tracing  the  tragic 
space  of  conflict  by  foot  or  by  car. 

The  construction  of  "aura"  by  the  in¬ 
stitution  of  tourism  puts  into  motion  a 
complex  exchange  of  references  be¬ 
tween  the  sight  and  its  supplements, 
in  which  the  tourist,  craving  unmedi¬ 
ated  vision,  may  no  longer  need  to 
distinguish  one  from  the  other. 

~  - 1 1 


1  CA:  William  Randolf  Hearst's  Bed.  San  Simeon  State  Historical  Monument.  California  1919-1947 

2  FL:  James  Deermg's  Bed.  Vizcaya  Museum  and  Gardens,  Miami,  Florida  1914-1922 

3  NY:  Theodore  Roosevelt's  Birth  Bed,  Theodore  Roosevelt  Birthplace.  New  York,  New  York  1858 

4  TX.  Alamo  Reenactment  on  the  set  of  John  Wayne's  movie  of  1959,  Alamo  Village,  Texas 

5  MA.  Annual  Renactment  at  Bunker  Hill  Monument,  Boston,  Massachusetts 

6  NJ:  Delaware  River .  Washington  Crossing  State  Park,  Washington  Crossing,  New  Jersey  1776 

7  IL:  Ronald  Reagan's  Boyhood  Bed,  Ronald  Reagan's  Boyhood  Home,  Dixon,  Illinois  1920 

8  Ml:  Henry  Ford's  Bed,  Greenfield  Village,  Michigan  1860 

9  PA:  Gettysburg  National  Park,  Gettysburg,  Pennsylvania  1863 

10  GA:  Chickamauga  and  Cattanooga  National  Military  Park,  Georgia  1863 

11  HI:  USS  Arizona  Memorial  National  Monument,  Pearl  Harbor,  Hawaii  1941 

12  NV:  Liberace's  Bed,  Las  Vegas,  Nevada 

13  NC:  Thomas  Wolfe's  Bed,  Thomas  Wolfe  House  Museum,  Asheville,  North  Carolina  1883 

14  A Z:  John  C.  Fremont's  Bed,  John  C.  Fremont  House.  Tuscon,  Arizona  1860 

15  CO:  Margaret  Thatcher's  Bed,  Rosemount  Victorian  House  Museum,  Pueblo,  Colorado  1893 

16  OH:  Thomas  Edison's  Birth  Bed,  Birthplace  of  Thomas  Edison,  Milan,  Ohio  1847 

17  MD:  Antietam  Battlefield  National  Monument,  Sharpsburg,  Maryland 

18  MO:  Harry  S  Truman's  Bed,  Harry  S  Truman  Historic  Site,  Independence,  Missouri,  1919 

19  Wl:  Early  Settler's  Bed,  Old  World  Wisconsin,  Wisconsin  1865 

20  LA:  Fort  Jackson,  Triumph,  Louisiana  1862 

21  VA:  Thomas  Jefferson's  Bed,  Monticello,  Virginia  1766 

22  SC:  Fort  Sumter  National  Monument,  Charleston,  South  Carolina  1861 

23  KY:  Perryville  Battlefield  State  Shrine,  Perryville.  Kentucky  1862 

24  AL:  Horseshoe  Bend  National  Military  Park  1814,  Alabama 

25  MN:  Sinclair  Lewis'  Bed,  Sinclair  Lewis  Boyhood  Home,  Sauke  Centre,  Minnesota  1885 

26  NB:  Homesteader's  Bed,  Homestead  National  Monument,  Beatrice,  Nebraska  1867 

27  WA .Steptoe  Monument,  Rosalie,  Washington  1858 

28  TN:  Elvis'  Bed,  Elvis  Jet,  Graceland,  Memphis,  Tennessee 

29  IN:  Benjamin  Harrison's  Bed,  President  Benjamin  Harrison  Home,  Indianapolis,  Indiana  1875 

30  OK:  Custer's  First  Stand,  Washita  Battlefield,  Cheyenne,  Oklahoma  1868 

31  OR:  John  "Father  of  Oregon"  McLough tin's  Bed,  McLoughlin  House  National  Historic  Site,  Oregon  City,  Oregon  1850 

32  CT:  Mark  Twain's  Bed,  Mark  Twain  House,  Hartford,  Connecticut  1870 

33  NH:  Franklin  Pierce's  Bed,  Franklin  Pierce  Homestead,  Hillsborough,  New  Hampshire  1804 

34  AR:  Pea  Ridge  National  Military  park,  Arkansas  1862  halogen  lamp - 

35  IA:  Herbert  Hoover's  Bed,  Herbert  Hoover  National  Historic  Site,  West  Branch,  Iowa  1874 

36  ME:  Frontierman's  Bed,  New  Sweden,  Maine  1870 

37  NM:  Trinity  Monument,  Trinity  Site,  New  Mexico  1945 

38  UT:  Brigham  Young's  Bed,  Beehive  House,  Salt  Lake  City,  Utah  1854 

39  KS:  Dwight  D.  Eisenhower's  Bed,  Dwight  D.  Eisenhower  Center,  Abilene,  Kansas  1946 

40  WV:  Harper's  Ferry  National  Park,  Harper's  Ferry,  West  Virginia  1862 

41  MS:  Vicksburg  National  Military  Park,  Vicksburg,  Mississippi  1863 

42  ID:  Nez  Pierce  National  Historic  Park,  Spaulding,  Idaho  1877  lamp  support  bracket 

43  VT:  Calvin  Coolidge's  Birth  Bed,  Calvin  Coolidge  Birthplace,  Plymouth  Notch,  Vermont  1872 


scanned  suitcase  (typical  battlefield)  radiograph  irnag 


lead  artillary  and  horses  for  battle  formation 


lid  support/target  line  (30ft) 

glass  clips  and  screws 


box,  assorted  model  components 


assorted  hardwan 


P«if 

3  part  telescopic 


scraped  mirro|jj 
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44  R|:  Samuel  Wilbor's  Bed,  Wilbor  House,  Barn,  and  Quaker  Meeting  House,  Little  Compton,  Rhode  Island 

45  WY:  Fetterman  Battle  Monument,  Wyoming  1866 

46  DE:  Henry  Francis  Dupont's  Bed,  Winterthur,  Delaware  1926 

47  SD:  Big  Foot  Massacre  Moument,  Wounded  Knee  Battlefield,  Pine  Ridge,  South  Dakota  1890 

48  AK:  Sitka  Historic  National  Park,  Sitka,  Alaska  1804 

49  MT:  Custer's  Last  Stand,  Crow  Indian  Reservation,  Montana  1876 

50  ND:  General  George  Custer's  Bed,  Custer  House,  Fort  Abraham  Lincoln  State  Park,  North  Dakota  1873 
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A  Dog's  View  of  Television 

11:00  P.M.  Living  Room 


Facade  Writing 


A  Secret  Conversation  with  Jesse  Reiser, 
himself.  Conducted  by  Daniel  Libeskind 


J€55 


BR1 


1  -And  yet  the  the  development  of  civilization  lead,  to  depravtty  and  Ct^ption.  ^ 
fV\  n  hnmnnitv  to  be  Doeaible?  Between  the  stntes  of  sovagery  and  civilization  there  s 
thleimpl.  human  community  where  humanity  ha.  been  «ch.ev«<l  £ 1 

,.PXhead  We  must  find  the  poiidcal  constitution  which  will  foster  in  the  modem  world 
the  i^nduions  of  simple  hunTn  community  of  early  times."  Jean  Jacques  Rousseau, 
Ditcdurf*  on  the  Origin  of  Inequality  Among  Men. 


2  EuphXes,  “A  boy  from  Epidaurus.  He  suffered  from  stones  and  slept  in  theinner 
sanctum  Vie  dreamed  that  the  god  was  standing  over  him  and  asked  him:  ^Vhat  will 
you  give  L  if  I  make  you  well?"  He  replied:  "Ten  dice".  The  god  laughed  and  said  that 
he  would  relieve  his  condition.  When  day  came  he  left  and  was  cured.  See  Nietzsche 
Post  Christmn"  Essence:  Nihilism.  Ditten  Bergel,  Sylloqe. 


,  at uHv  the  book  Yettirah.  Then  a  heavenly  voice 

want'to  H,  father  *--^1-- 

[««ri  by^Kh  h.  was  freetad  I  and  era*  the  ALEPH  of  the  word  EMETH  from  my 
forehead-and  immediatelf  he  fell  into  dust."  Rabbi  Judah,  the  Pious  of  Speyer. 


4  "This  is  one  of  the  sixteen  similes  illustrating  the  illusory  nature  of  the  physical  body, 
such  as  :  it  is  like  a  mirage,  like  clouds,  like  the  moon  reflected  in  water,  like  the  illusions 
produced  by  magic,  like  the  substance  of  dreams.  like  the  reflection  seen  in  a  minor." 
"The  Doctrine  of  the  Illusory  Body",  The  Yoga  of  /lie  Six  Doctrines. 


atural  man.  stomach  guard.  Post.chriat  fashion  to  ,ife- 


rn.c.  hero,  silhouette  to  window, 
mythical  choice,  sexuality. 


Metaphysical  angle  of  6V20  divested  of  transcendence 
describes  the  triangle  of  the  two  missing  apices 
the  Three  become  the  one:  Panserflug 

Panserspreng 

Pansermine 

Upwardgazing  sign  of  certainty  -  smiling  Farbenwerke 
"o  Kylix,  o  Antony  of  Padua"  having  passed  through  the 
indifferent  precincts  of  the  elemental  embrace  (it's 
as  easy  as  breathing)  and  hearing 

His  selfsame  shreik 

Spoken  back  at  him  by  the  wind 


DL  (Daniel  Libeskind):  (puppets)  disparate  program?1 

JR  (Jesse  Reiser):  Visible,  Haphazard:  Root  of  both. 

DL:  Paradoxically  mutable? 

JR  .  Constitution  ol  ex-reading  .  I  wo  means  being  in-, under-, 
and  perhaps  in  words.2 


Annotations  on  the  19  exchanges 

Refers  to  the  allegorical  figure  of  Harlequin-guide  to  the 
underworld. 

From  Aristotle’s  poetics:  “he  (Aeschylus)  raised  the  number  of 
actors  from  one  to  two.”  Orig.  drama  derived  from  the  religion 
of  Dionysus.  A  single  actor  the  Hypokrites  elevated  by  the 
cothurnus,  dressed  in  black  or  purple  and  with  his  face 
enlarged  by  a  mask  shared  the  scene  with  the  twelve 
individuals  of  the  chorus.  The  drama  was  one  of  the 


ceremonies  of  worship  and,  like  all  ritual,  was  in  danger  of 
remaining  invariable  .  .  with  the  second  actor  came  The 
dialogue  and  the  indefinite  possibilities  of  the  reaction  of 
some  characters  on  others.” 


Borges  “the  modesty  of  history” 


ied 


lhouette  to  w;ndow. 
;e.  sexuality. 


5  ‘Melancholy,  that  is,  black  bile  is  something  double:  some  of  it  is  called  natural  by 
doctors,  but  another  part  touches  on  burning.  This  natural  type  is  nothing  other  than  a 
t  of  the  blood  getting  thicker  and  dryer.  The  burning  type  is  divided,  however,  into 
folir  kinds:  for  it  is  produced  by  a  combustion  of  either  natural  melancholy,  pure  blood, 
bije,  or  phlegm."  Marsiiio  Facino,  The  Book  Of  Life. 


6  *Si  fallor  sum" :  If  I  am  deceived.  I  exist,  St.  Augustine.  "Leaning  against  the  base  of  a 
ruined  and  overgrosAn  column,  a  slyly  smiling  elderly  women,  personification  of 
fraud,  lifts  a  mask  frtrni  her  face.  She  wears  a  cloak  decorated  with  many  masks,  has  a 
goatskin  over  one  shdulder  and  a  fish  net  over  one  arm.  She  carries  a  fishing  rod  with 
long  line  and  hook.  Abpotted  panther  sits  at  her  feet.  Before  her  are  a  bouquet  of 
flowers  in  which  a  sndke  is  hidden,  and  two  ums,  one  filled  with  water  and  the  other 
with  flames.  Cesar e  Iipa,  Iconoloqia. 


1  nose  for  fraud.  $>^nsUTance  ^  / 

§■  elcohcA-  grievil 

S" 


7  The  fourth  Sabbath  meal  -disturbed  (mentioned  very  briefly  in  the  Talmud  as  the 
jam  of  a  single  individual)  which  takes  place  after  Hnvdalah,  the  prayer  of  division 
^tween  Sabbath  and  weekday.  Gershom  Scholem,  The  Kahbala  and  lta  Symboham. 


10  Compania-In-Securus-:  Unhappy  group  sharing  bread. 


8  Pietra  Della  Vedovanza  "  The  Stone  of  Widowhood  "  because  widows  wear  necklaces 
‘nade  of  gnmet  bends,  and  hair  pins  omamen^a  with  garnets.  Wallis  Budge,  Amuleta 
land  Superatitinn* . 


13  From  Greek:  dynamis  (power):  In  a  general  sense  any  world  view  asserting  the 
existence  of  forces  in  things  not  reducible  to  matter  in  motion  yet  "in  order"  by  the 
tyranrmof  a  determinist  ideology 


1 1  The  contact  between  a  seal  and / 
notes;'  The  difference!  dimensigi 
same  mold)  is  on  infrathin 
Duchamp,  "Inframince". 


i  imprint.-  See  Duchamp's  entry  in  the  Inframince 
ktween  two  mass  produced  objects  (from  the 
naximum  precision  is  obtained."'  Marcel 


"Ineffable  Writing". 


14  This  is:  "Causal  Merit,  which  is;  the  fhAt  of  charitable  deeds,  and  otherwise  known 
a  i  temporal  merit;  and  Resultant  Merit,  wkich  arises  from  super  abundance  of  Causal 
N  erit,  and  otherwise  called  Spiritual  Menty  The  Ten  Figurative  Expressions,  Tebetan 
iga  and  Secret  Doctrine  a. 
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wife. 


r  . 

Widow. 

job  exhaustion. 


12  Commodus  Mercatus:  "Hie  selling  of  hairpieces.  Eighteen  Cafitury.  OP.  Cit.  4 
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Pose  of  hierarchies?3 
Serrated  language.  Access.4 
Two?  That  begs  the  process... 

...therefore  anachronistics5  provided  the  list  and  effort 
broken... 


3  From  the  Basilides:  elaboration  of  the  descendence  of  the 
lower  order  from  the  highest  principle  in  extensive  and 
increasingly  complicated  genealogies— a  kind  of  metaphysical 
devolution”  ending  in  the  decadence  that  is  this  world. 

Jonas  “the  gnostic  religion” 


Re:  Mezuzah— the  word  means  a  “gate  post”  or  a  “door-post” 
and  was  given  to  a  strip  of  leather  and  was  inscribed  with 
verses  from  Deuteronomy  and  then  attached  to  the  door-post 
of  the  house. 

“Reality  is  always  anachronous”  Borges  par-afin  (Alchemy) 
that  which  has  little  affinity. 


The  classical  is  a  foolish  (completion),6  but  they,  too,  used 
sigils  of  a... 

Bringing,  attempting,  knowing  is  the  pus. 

Pus  ?  This  seamless  something  or  instability  described? 
Suggested  process  and  possession  of  fissures,  like  actions 
of  proximity...8 


The  radical  transformation  of  ritual  into  histrionics  therefore 
susceptable  to  philosophic  speculation  .  .  .  doubt  the 
provenance  of  philosopher/ fools. 

Viz  Rilke  poem  “evening”  1901  “an  uneasy  confusion  of 
words.”  Pus  (eiter)  in  High  German  or  Materie  (Matier)  in 
Prague  “little  quarter”  German. 

Klaus  Wagenbach  “Prague  at  the  turn  of  the  century” 


Refers  to  the  “semantic  web”  of  sixteenth  century  resemblance 
Eg:  convenientia:  a  resemblance  that  becomes  double  as  soon 
as  one  attempts  to  unravel  it:  a  resemblance  of  the  place,  the 
site  upon  which  nature  has  placed  the  two  things,  and  thus  a 
similitude  of  properties;  for  in  this  natural  container,  the 
world,  adjacency  is  not  an  exterior  relation  between  things, 
but  the  sign  of  a  relationship,  obscure  though  it  may  be. 

Foucault  “the  order  of  things' 


9  Refers  to  bronze  figure  in  ‘theater  for  the  occupations  of 

10  Lauhellenistic-conflation  of  the  concept  of  the  ‘deus  ex 

machina’  with  the  hermaphroditic  hypostases  of  Christ  in  his 

descent  through  the  spheres:  “and  he  descended  with  h.s  dark 
brother  who  brought  trouble  to  this  world. 


See  ‘klein  group’  in  mathematics. 

Libeskind  questions  the  idea  that  the  exposure  of  instability  in 
the  work  (see  shadow  theater  text)  would  prevent  the  failure 
of  a  method  based  upon  the  experiential  tautology  of  one  who 
gazes  at  his  own  eyes  in  a  mirror. 


13  We  see  now,  St.  Paul  says,  per  speculum  in  aenigmate,  literally: 
“in  enigma  by  means  of  a  mirror”  and  we  shall  not  see 
otherwise  until  the  advent  of  the  one  who  is  all  in  flames  and 
who  must  reveal  all  things  to  us.”  Leon  bloy 

‘The  labyrinth  leads  to  a  minotaur  which  is  a  mirror  of  birth 
and  death,  the  deep  and  inaccessible  point  of  all 
metamorphoses.” 


14 


15 


Libeskind  questions  the  use  of  figuration  as  such— for  it  “Sets 
up”  the  classical  opposition  of  figure/landscape  figure^round. 
Dasein-ism-re:  Heidegger.  The  ideological  view  of  the  “self 
experience”  of  existence— orig.  mandaen  gnostic. 


DL: 

JR: 

DL: 

JR: 


...as  would  any  apperance  of  a  back  or  an  idea...9 
...mirrorlike  continuity.  A  sibling  mechanized10  is  the 
most  interference! 

Inter-face!  Lists  of  the  simple  only?...11  Pattern?... 
...would  you  serve?  Would  Tnstability-out”  ward  off 
failure?12 


DL: 

JR: 

DL: 

JR: 


...neither  would  accidents  on  their  own! 

...because  is  the  mechano-mirror13:  inherently  the  interior 
of  retrospect. 

On  another  note,  design  for  the  figures,  is  it  instead  of 
the  plates?  Or  does  it  provide  the  ground? A4. the  ontology? 
Dasein-ismir>.  Closed. 


15  Nietzsche  :  Holding  to  the  need  for  a  transvaluation  of  values:  seems  to  have 
d  values  both  as  constructed  (fashioned)  and  yet  subject  to  judgements  of 
r  or  worse.  They  nse  in  situations  of  resentment  and  power,  but  are  capable  of 
bve  transformation.  Pnednch  Nietzsche,  Beyond  Good  and  Evd. 


16  Hypostatization  of  Christian  concept  of  Agape,  or  selfless  love,  held  by  the  Christian 
community  to  be  the  chief  value  of  human  life.The  pagan  (Roman)  contamination  of 
Christian  practice  culminating  in  the  appropriation  of  the  basilica  as  a  secular/spiritual 
sanctuary. 


17  "Badge  of  Shame  .  Glitoral  cover;  Com/de/chastete  (Duchamp):  "A  prolongation 
flbrming  the  pudenda  of  the  nude  in  Etant  Donnes.  In  this  work  the  two  "Moulds"  form 
(he  (artistic)  object  and  conceal  the  Point  of  Sex"  which  in  Etant  Donnes  will  be  the  the 
"objective  and  vanishing  point".  Here  the  voyeur"  has  no  space  for  his  agility  and  and 
the  " ^multiplication"  of  the  image  point  will  not  happen. ..The  title  of  this  sort  of  G- 
stnng  (  Feuille  de  Vigne  Femelle)  refers  by  opposition  to  the  fig  leaf  traditionally  used 
for  covering  the  genitals  of  male  nude  figures.  OP.  Cit.  II. 


19  Representing 


the  lowest  level  of  spiritual  attainments 


22  Curtain  of  Fools-  a 


old  fashion  value. 


two  dollars.  0Ur  ©mblejn. 

ae  b^T®et‘  camera  of  happiness. 


18  Hoi y-Day-Com -Domini urn:  Proposed  mil^mal  action  of  the  Papacy  in  which  the 
Pope,  after  the  issue  of  an  appropriate  bull  vnll  declare  joint  sovereignty  over  an 
undisclosed  portion  of  the  Eurasian  continsf 


gad  women 

few  mat/ers.  foul  plan,  no^6' 

S0TTy  ^  disturb,  women^leg®-  blem- 

•  /  to  some  ei> 

exposing,  emblem,  not  deliverable  w 


TF?  “ f  .bout  th.  body  iu.lf  than  th. 

Bo^n.  E-y  on  Uugh«.r'. 


— ^sence  of  the  King. 

Jeath  of  Polonius,  Shakespeare  s,  HamUt. 

23  Orig  KabiaJistic,  "Taken  to  be  the  second  Sefirah  or  first  departure  from  the  ft* 
nothing  implied  by  the  image  of  the  point.  It  is  the  world  seed.  the  supreme  format,* 
and  male*  plemal  potency, which  is  sown  in  the  primordial  womb  of  the  ’Supernal 
Mother"  whc  is  the  product  but  also  the  counterpart  of  the  original  point.  Fertilized  in 
this  womb,  t  le  world  seed  through  her  emanates  the  other  seven^6tencies,  theongn* 
stages  of  int  adavine  development."  Ibid. 
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A  majestic  shadowed  bulk  sporting 

Ventral 

Rays 

A 

Bable 

Tower  (like) 

Egyptian  oboefixes,  nacreous  Mater,  the  earthbound 
basometallic,  outward  yearning  falseudonordic  epiphany. 
Replied  M.  D'Ossianic  Aur  if  I'd  .  .  .  Mr.  Goldbones 

Hexogen(AI)ssance:  The  six  sons  born  of  Mercurius 

Fulminatrix  son  of  Oerlikon  borne  by  Junkersbranded  boy 
Richard  the  eighty-eighth  (0  tante  Otto!)  Shortlivid  hue 
brighter 

than  the  daystarstreaming  needle  inverted  (the  signs 
are  read  differently  this  way)  propped  pilotied  by  the  boy 


n 

L 

WBhetmHerget 
NIGHT  RGHT»  PI 


'Death  and  the  Labyrinth,”  Foucault 


Prince  Sayn  of  Wittgenstein,  nephew  of  the  philosopher. 
Sleeps  the  soiled  Son  unter  kreuz  emblazoned  coverlet 
surmounted  by  scarlet  hued  inseminating  lines  of 
comportment 

aimed  the  hollow  steel  bolus*  at  Levi/Nathans  belly  (boys 
birthing  box,  is  buried. 

Liebstandardts  structure  the  hysterical  matrix  ( oh  Mother!) 
Tied  together  at  their  necks  and  ankles  and  carried 
aloft  still  clutching  the  melancholy  black  paper  fascia 


le  interior 

tead  of 
ontology'*- 


DL:  “In”  was  regarded  by  an  obeserver  who  gapes  down...16 
JR  :  ...lest  gaps  drown!  That  was  really  in! 

DL:  Objects:  a  plate,  sad  factory  making  manners,17  prescient 
characters,  S-shaped  toads... 

JR  :  ...that’s  an  aspect  (root).18  Naives  construct  in  two’s  in 
order  to  break  any  latent  softness... 


I)L:  ...necessary  lor  an  Un-project. ..a  “double’s  work”19  that 
faces  look  with  meanness20... 

JR  :  ...often  a  bout  or  a  unsuccessful  inning  is  desirable! 

1)L:  Deferments  establish  rather  of  themselves:  a  cameo  that 
abid  es  by  the  work...21 
JR  :  ...again  the  service  plates  that... 


r  it  “sets 
eground. 
self 


16  “In”  a  skylight  for  plunging  into  the  true  abyss  which  is  mans  17 
soul.  The  terrifying  immensity  of  the  abyss  of  the  firmament 
is  an  illusion,  an  outward  reflection  of  our  abysses,  perceived 
“in  a  mirror.”  Leon  Bloy  18 


19th  century  bourgeois  comedy  of  manners  as  the  pathetic 
end  of  the  Renaissance  ‘theater  of  perspective’— subsequently 
brought  to  the  limits  of  positivity  in  Roussel. 

Support  or  Muladhara  Chakra  “the  seat  of  the  serpent  power 
tantric  yoga. 


19  Gemination— “Finnegans  Wake*  James  Joyce 

20  Minotaurlike;  writer  Raymond  Roussels  talent  for 
impersonation:  “I  experienced  the  feeling  of  success  only 
when  I  sang  to  my  own  accompaniment  on  the  piano  and 
above  all  when  performing  the  numerous  imitations  I  did  of 


actors  and  of  ordinary  people.  But  at  least  my  success  was 
enormous  and  complete.” 

See  also  Janus  Myth  of  doorways  and  thresholds. 

21  Baal-divinity,  the  possessor  of  a  place,  object,  or  article,  but 
not  of  a  person;  polydaemonistic 


33  Christ  before  Pilate. 

Personification  of  Treason  is  a  man  dressed  in  fantastic  armor,  who 
I  hiding  «\f  lur‘h“J[e<1  y°uth  (w,th  his  right  arm  grasping  the  youth's  shoulder),  while 
'  ..  "f  (^gger  his  back. ..The  master  imparts  to  his  pupil  false  teachings; 

therefore  he  pays  witff>^is  life  as  he  deserves.  OP>  cit  6. 


36  "...The  confession  had  priority  over  any  other  kind  of  evidence. ..Through  the 
confession,  the  accused  himself  took  port  in  the  ritual  of  producing  penal  truth.  As 
medievhi^lnw  put  it,  the  confession  renders  the  thing  notorious  and  manifest.. .This 
double  am0»Ruity  of  the  confession  (on  element  of  proof  and  the  counterpart  of 
preliminary  investigation;  the  efTect  of  constraints  and  o  semivoluntary  transaction) 
explains  the  two  grheimenns  used  by  classical  criminal  low  to  obtain  it:  TTie  oath  that 
the  accused  wns  nsked'bo  make  before  his  interrogatoryfand  therefore  under  threat  of 
perjury  before  both  human  h^d  divine  justice;  and,  at  the  same  time,  a  ritual  act  of 
commitment.);  judicial  torturet^Jwsicnl  violence  to  obtain  truth,  which,  in  any  case  had 
then  to  be  repeated  before  the  judg^vas  a  spontaneous  confession,  if  it  were  to 
constitute  proof. '  Michel  Foucault,  Disctphne  and  Punish. 


35  'Riishtt-ount  derives  from  Samuele  Morison.  breaking  the  Bismarks  Barrier  ( 
Boston  195^154-56.  supported  by  Craven  and  Cate,  the  army  air  forces  in  WWII,  vol. 
rV  (Chicago,  13^0)146- 150,  both  of  which  draw  on  Japanese  as  well  as  U.S.  sources, 
AAF  reports  at  tHK^ime  listed  22  vessels  destroyed  or  six  more  than  composed  the 
entire  convoy.  Thes^'f^gures  were  made  official  in  Gen.  McArthur's  commdpique,  and 
the  fiction  was  perpetuated  Gen.  George  Kenney.  In  his  book  Gen.  George  Aenney 
reports  (New  York,  1949)  .hqnflicting  estimates  of  air  and  personnel  losses  a)|p  omitted 
here  as  not  pertinent  to  the  assets  of  action  affecting  this  narrative. 


contempt  of  court, 
warrant  for  arrest. 


‘“"‘W 


37  Apothia?X4^tin  term  from  the  Greek  apatheia 
(  suffering”).  Tmfc^Jreek  viftbe^utter  tranquility 
for  stoics (O.V.  Marcb^Aurelius)  ,it 
among  Epicureans.  WlN^eese,  Dictionary 


„  a  Lombard  warrior  who,  during  the  siege  of 

immortal  intelligence  might  be  divined.  Perhaps  it  is  enough  for  him  to  see  a  single 
arch.  with  on  incomprehensible  inscription  in  eternal  Roman  letters  Suddenly  he  . 
blinded  and  renewed  by  this  revelation,  the  City.  He  know,  that  m  it  he  will  be  a  dog,  c 
a  child,  and  that  he  will  not  even  begin  to  understand  it,  but  he  also  know,  that  it  i. 
worth  more  than  hi.  gods  and  h.s  sworn  faith  and  all  the  marshes  of  Germany.  Joi 
Luis  Borges,  "Story  of  the  Warrior  and  the  Captive ". 

derived  from  a  ("not")  and  pathos 
served  as  the  most  important  value 
to  the  state  of  ataraxia  stressed 
thy  and  Religion. 


39  "Judas'  betrayal  was  not  accidental ;  it  was  a  preordained  fact  wh  h  k 
mysterious  place  in  the  economy  of  redemption...  The  Word,  when  t  4*'tl 
pas^d  from  ubiquity  to  space,  from  eternity  to  history,  from  limitl^WMm,d'H 
change  and  death;  in  order  to  correspond  to  such  a  sacrifice,  it  was  *atUfaetlCin to' 
man,  in  representation  of  all  men,  make  a  sacrifice  of  condign  naturTTr^111*1** 
was  that  man.  Judas,  alone  among  the  apostles,  sensed  the  secret  divi  • 
intent  of  Jesus.  The  Word  had  been  lowered  to  mortal  condition-  Jud^'^ 

Word,  could  lower  himself  to  become  an  informer  (the  worst  enn/naj 

and  reside  amidst  the  perpetual  fires  of  Hell.  The  lower  order  ls/mimrrf 
the  forms  of  the  earth  correspond  to  the  forms  of  Heaven;  the  J^ou  on  * 
chart  of  the  incorruptible  constellations;  Judas  in  some  way  Jfiects  J 
thirty  pieces  of  silver  and  the  kiss,  hence  the  suicide  in  orde/to  merit 
more."  Jorge  Luis  Borges,  Three  Versions  of  Judas".  / 

40  Deus  Abeconditus. 
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front  lines- 
T  aut  lights, 
which  makes  blond  feel  worse. 


back  j 

turn!  out  lights. 


i  lestructiqn  of  land  marks, 
comnents  traitor  loyalty. 


the  guy  in  charge 


tearing  down  buili 


VERGELTUNGS- WAFFEN 


Our  dark  vessel  verges  on  the  inscribed  image 
-  intangible  because  reflected,  effective  because 
the  illumed  bulk  ringed  with  roseate  affirmation 
weaving  lines  on  nights  tarmacadam  rises,  touches,  and 
declines 

off  the  deferent 

The  dark  dance,  Greako  croisured 
our  dark  prince  (soiled)  gently  elevates  specular  circle 
crossed  reticle  delimiting  cardinal  points  (but  no  longer 
terrain  oriented) 

The  Antique  horizon  is  lost  like  Jacks  or  museums 
The  toys  of  the  Prince  slide  off  the  table  onto 
his  lap  grasping  only  -  tools  of  calculation 
With  eyes  fixed  on  the  objective  partner 


'GERMANTRAININGRLM' 


DL:  ...end  first...22 

JR  :  the  other  reasserts  itself  in  engendering  some  place  like 
Mannheim.23 

DL:  ...plates. ..the  worlds  synthesis?24 

JR  :  They  are  tough  (though  ordinary  by  African  order...25 


DL:  Shadows,  too,  always  manifest  the  between-the-plates. 

indergarten  ends  which  bother  the  son26  with  wearing 
an  mdo-european..  27 
DL:  Cameo?28 

JR  :  ...are  previews  of  a  theater  which  would  “close”2,...made... 


26  The  Agony  in  the  Carden 
Childrens  garden  ends 
Childhood  ends 
Childish  ends 

27  Aryan. 


24 

25 


Daniel  Libeskind  questions  the  projects’  claim  to  be  the 
modern  equivalent  of  the  Teatrum  Mundi’  as  exemplified 
during  the  hlizabethan  period  by  Shakespeare’s  Clobe  Theater. 

Refers  to  the  poem  “Nouvelles  Impressions  d’Afrique”  by 
Raymond  Roussel 


Christ 

which  bather  (the  son) 


28 

29 


Swastika,  Cameo-Kame  a,  kabbalist  origin-magic  square.  See 
also:  pittacium  or  amuletum.  M 

Hermetic  origin- Hermes  trismegistus 


22 


Instance  of  the  genetic  fallacy,  (q.v.)  explaining  of  a 
phenomena  awry— by  reference  to  its  origin. 


23 


Critique  by  DL  of  JR’s  project— the  ideological  assumptions, 
viz:  Karl  Manrfheim,  “Ideology  and  Utopia" 


*hich  ^ 

r®  history,  fro-, ,.  ***n  it  w.  *,|t« 

uch  a  •acnfic* 

T,fic*  of  con*  ’  "'«• 

»  mortal  cond^Y***^ 

Ilia  lowar  order  „2^ rll^ 
'  rfHaaven;  the 
1 )n  some  way  JZt*  °? 

«ad*  in  orZ/*nect*  Jnu,  JN 

ludaa". 


and  marks, 
yalty. 

ge. 

tearing  down  I 


41  Passion  Week. 

42  Jupiter's  Day-  a  day  for  courage. 

43  The  cult  of  the  relic. 

^Allusion  to  the  Jesuit  order. 


on  recor 


'’’an, 


'Wn, 


45  To  avoid  death  he  shrank  back  into  the  host  of  his  companions;  but  as  he  went  back 
Menonee.  dogging  him,  threw  his  spear  and  struck  him  between  the  navel  and  genitals 
where  beyona  all  places  death  in  battle  comes  painfully  to  pitiful  mortals.  There  the 
spear  stuck  fast  driven  and  he,  writhing  about  it...gasped  for  a  little  while,  but  not  long, 
until  fighting  Meriones  come  close  and  wrenched  the  spear  out  from  his  body."  Homer. 
Iliad. 


46  "We  couldn't  go  on  across  the  Eifestrasse,  because  the  asphalt  had  melted.  There 
were  people  on  the  roadway,  some  already  dead,  some  still  lying  alive  but  stuck  in  the 
asphalt.  They  must  have  rushed  onto  the  roadway  without  thinking.  Their  feet  had  got 
stuck  and  then  they  had  put  out  their  hands  to  try  to  get  out  again.  They  were  on  their 
hands  and  knees  screaming."  Kate  HofTmeister,  Age  19,  1944. 


gone  one’  week.^ 


death  penalty  • 

legacy.  registered^ 
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47  Q:  How  would  you  feel  if  you  ever  hod  to  do  it  for  real?" 

A:"Well,  we  re  trained  so  highly  in  our  recurrent  training  that  we  take  every  month  in 
simulators  like  this,  so  that  if  we  actually  had  to  launch  the  missiles,  it  would  be  an 
almost  automatic  thing." 

Q:  "You  would  nt  be  thinking  about  it  at  the  time?" 

A:  There  would'nt  be  time  for  any  reflection  until  after  we  turned  the  keys." 

Q:  "Would  there  be  any  time  for  reflection  then,  do  you  think?" 

A:  "I  should  think  so,  yes.  " 

Conversation  With  Minuteman  ICBM  crew  commander,  Whiteman  Air  Force  Base. 

88  ever,  «n 

supplemental  restraint  system. 

Ending  mechanisms 
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nQo^-  gave  a11 8pecu,ation  as  groundless,  n^.  1  animal  stretcher.  ^°flPer. 

lip.,  >’«'%.  of  ho„„  emba»y  .  00  lt  av  *»  Prtooo  the  n'°n‘)'-  dramatic  r.*oo  ordwl. 

> .  ** „  *  one  hour.  powerful  v-8. 

eXvO^  reorder‘ 
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GERMAN  TRAINING  PlM 


Battle  of  Extremities 

The  central  subject  has  a  replacable  telos. 

The  gods'  indifferent  leavings  become  portents 
like  signs  drawn  in  red  ink.  Affirming  anything 
even  the  squeaking  signatures  of  ghosts. 

He  surveys  a  12  cm  square  of  horizon 
in  anticipation  of  an  indifferent  pantheon 
redemption 

Like  products  redeemed,  a  sudden  parting  of 

dry  goods 


*"This  mounting,  installed  aft  of  the  pilot  and  firing 
forward  and  upward  at  an  angle  of  30°  was  devised  by 
Colonel  Yasuna  Kozono  of  the  Japanese  Navy's  251st  Air 
Corps,  and  introduced  on  the  Toryu  in  1944,  was 
extremely  successful,  and  was  adopted  by  the  Luftwaffe 
by  whom  it  was  known  as  'Schrage  Musik.'  " 

William  Green 


lates. 
i  wearing 


DL:  ...of  wood30  and  only  of  such  a  material? 
JR  :  ...any. ..an... 31 


9...made.« 


re.  See 


30 


31 


On  the  coast  of  Loango  the  natives  made  a  wooden  figure  in 
the  form  of  a  man,  and  drove  nails  into  it  until  the  whole 
body  was  covered  with  nails  and  fragments  of  iron;  one  such 
“Yiail  fetish”  had  a  crown  of  thorns  fixed  on  its  head,  and 
small  box-shaped  attachments  into  which  the  “Medicine”  was 
placed.  Wallis  Budge-“amulets  and  superstitions” 

(All?) 


32  The  most  passionale  investigation  of  telepathic  phenomena, 
for  example,  will  not  teach  us  half  as  much  about  reading 
(which  is  an  eminently  telepathic  process),  as  the  profane 
illumination  of  reading  about  telepathic  phenomena. 

Walter  Benjamin.  Surrealism:  The  Last  Snapshot  of  the 
European  Intelligentsia  I 


This  “conversation”  was  conducted  in  a  tele-pathic  manner32, 
using  no  concepts/ words  of  my  own,  but  only  those  emanating 
from  Jesse  Reisers  unconscious/ conscious, conscious/ unconscious, 
i.e.  it  is  a  conversation  of  Jesse  Reiser  by  himself.  ■ 


The  innovative  caneuflage  and  thermal  vision 
^effects  in  Predator  and  Predator  2  were 
I  created  by  R/Green be rg  Assieiit^^c^Y.  ; 
design  and  prodigfei  firm  welt^^^pr  the 
creative  integritioiai  film. 
comp u te r-i m aging  techniques.  This  collagM 
Predator  images  was  designed  by  Kyle 
Design  Manager.  R/Greenberg  Associate 


Alter  liming  an  Oscar  nominatiin  fir  the 
special  visual  effects  in  Predator,  4/6jMik*rj 
brought  these  eitraordinary  techniqffl 
even  higher  level  in  Predator  2.  The  chaW^ 
ol  both  films  was  to  convey  the  iU«m 
invisibility  while  still  alltgpg  it  to  be  lisfhle 
to  the  audience.  The  silition  was  to  make  the 
predator's  camiuflagiiimulate  a  L 

shape 


TwentfflV^HHPlIP 

Predator  2.  c.  Twentieth  Ctmtiry  Fit  1SSI 
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,  multiplication  (x)  and  addition  (+)  symbol; 


turnstyle**,  sous  rature 


stasis”:  chiasmus 


from  a  figural  conceit-the  x 


The  progression  is  very  si 


2  "I  Having  thus  obtained  the  systasis]  he 
divided  it  lengthwise  into  twoparts  w ^ 
joined  to  one  < —  - 
X,  and  bent  them  into  a 

connecting  t - 

at  the  point  opposite  to 


Catherine  Ingraham 


another  at  the  center  like  tne 
•  ■  i  circular  form, 

them  with  themselves  and  ^ 
their  ongmalmeenng 

^^comprehending 
revolution  upon  the  same  axis,  ^QW 
the  outer  and  the  other  *e 'nne[,2  ?e  m0M 
motion  of  the  outer  circle  hecaHed  f  ( 
I  the  same,  and  the  motion  of  t  e  i  , 
i  called  the  motion  of  the  other  o  ^ 

("Timaeus,”PlatoJ^^^ 

I  Eds.  Edith  Hamilton  and  Hu^j£sey, [< 
I  Princeton  University  Press,  N 
1  36b,  p.  1166). 
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The  Chicago  Institute  for 
Architecture  and  Urbanism, 

Semiotexte  (Hraztan 
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moving  :  asterisk  and  exponent1)— to  the  crossing  of  latitude  and  longitude  lines,  x,  X,  on  a  (Michelin)  map  of  Paris  close  to  the  edge  of  the  Tolbiac  district,  the  site  proposed  for  the  Grande  Bibliotheque  de  France,  to  the  xerox 


.  ■ 


3fera£E9)i 


mPMm 

Wt  ■  m 


rHMagwww, 


gjgg^;f 

(if 


1  H 


WKmm 


liMi 


SiySfrllTOBKi 


KteislSl 

firi/lfwMvH 


(Heidegger,  Derrida) 
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he  sy  stasis]  he 
wo  parts  which  he 
center  like  the  letter 
cularform, 
selves  and  each  o 
r  original  meeting 
them  in  a  unifoh" 

Kis,  he  made 

nner  circle.  No 

[called  the  motto"0 

the  inner  circle 
er  or  diverse. 

ected£i^f' 
jntington  c^g(,\, 
rNew  Jersey, 


**The  turnstyle  is  a  sorting  apparatus.  It  sorts  people  in  space 
and  is  traditionally  a  point  of  control  and  access.  The  closeness 
of  the  Grands  Projets  (and  the  architectural  competitions  they 
engender)  to  the  tradition  of  the  world's  fair  and  international 
exposition  (which  have  been  architecturally  significant,  even  if 
retrograde),  and  Mitterand's  words:  [this  library)  will  coverall 
fields  of  knowledge,  be  available  to  one  and  all,  and  make  use 
of  the  most  advanced  technologies  enabling  long  distance  data 
communications  with  other  European  libraries...,  makes  the 
turnstyle  a  figural  mark  for  the  issues  of  political,  cultural  and 
technological  access  implied  by  the  GB  project. 
Cosmologically,  as  the  turnstyle  turns  in  space  it  separates  the 
world  horizontally  into  the  quadrants  indicated  by  its 
hypothetically  infinite  arms. 


machine  (where  the  x,  X  is  continuously  enlarged),  to  the  CADD  (where  the  x,X  is  turned  on  three  axes) 


fill 


1  Star(s)  used  to  mark  a  reference;  {ex-ponere)  (Person,  thing) 
that  sets  forth  or  interprets;  index,  symbol  indicating  what 
power  of  a  factor  is  to  be  taken.  The  asterisk,  exponent  and 
footnote  (the  rotated  x,X)  disrupt  the  line  (of  writing, 
mathematics)  by  making  reference  to  another  place.  The 
asterisk,  footnote,  exponent,  are  proliferative.. .they  increase 
the  weight  and  quantity  of  the  line.  These  marks  force  the  line 
(of  writing,  architecture,  mathematics)  to  suspend,  for  a  time, 
its  power  of  forward  movement  in  order  to  detour  into  some 
other  realm.  This  is  a  kind  of  ex-siting  of  the  line.3 


3  "The  enigmatic  model  of  the  line  is  thus  the 
very  thing  that  philosophy  could  not  see  when  it 
had  its  eyes  open  on  the  interior  of  its  own 
history.  This  night  begins  to  lighten  a  little  at 
the  moment  when  linearity— which  is  not  loss  or 
absence  but  the  repression  of  pluri-dimensional 
thought— relaxes  its  oppression  because  it  begins 
to  sterilize  the  technical  and  scientific  economy 
that  it  has  long  favored."  (Derrida,  Of 
Grammatology).  The  architectural  line  is  related 
to  the  proper  representation  of  architecture.  + 


to  the  laser  printer  (where  images  of  the  x,X  are  reduced  and  made  glossy)  to  the  photograph 


+ And  now  we  come  to  the  idea  of  the  proper,  which  has  been 
urking  within,  as  always.  For  these  images  of  the  x,X  as 
backdrop,  as  insert,  have  to  do  with  the  exposure  (by  xeroxing) 
o  the  interior  territory  of  a  line  and  the  exposure  (by  simulating 
t  ee  dimesions  with  the  CADD)  of  the  exterior  shape  of  aline. 

e  ine  s  ftesh  4,  as  animal  (especially  insects5),  as  landscape, 
as  map,  as  territory,  is  here  improperly  displayed.  And  why  is 
®ecause  it no  longer  belongs  to  order  of  the 


(where  images  of  the  x,X  are  doubled)  to  the  computer  (where  the  written  analogs  of  x,X  are  marked),  to  the  printer  whose  (future)  operations  are  in  the  same  vein 


•i.  • 

£ 


6  orthos ,  to  set  straight,  to  set  upright  (as  in  buildings),  in  a 
straight  line,  rectangular,  right,  correct;  orr/todontia,  correction 
of  irregularities  of  teeth;  ortho- genesis  a  view  of  evolution 
according  to  which  variations  follow  a  defined  direction  and  are 
not  merely  sporadic  and  fortuituous;  orr/iognathous,  upright- 
jawed;  ortho- gonal,  of  or  involving  right  angles;  ortho- pterous, 
of  the  insect  order  Orthoptera  with  straight  narrow  forewings 
including  cockroaches,  crickets,  grasshoppers,  etc.;  orthodox, 
holding  correct  or  the  currently  accepted  opinions;  orthography, 
correct  or  conventional  spelling;  safe,  happy,  prosperous,  just 
(Greek  tragedy) 
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f > » .  Haw  iIb  urn  do?  The  etiquette  ol  meettnq  sltanqets  In  a 
k  head-on  collision.  Someone  cnns  Into  someone  else.  In  a  game, 
heeltaps,  ololentlv,  accompanied  bp  the  oolce  ot  color  commentator: 


"Sap  Hello!" 

Hour  to  do  something,  knowing  how  to  repeat  a  performance.  Is  a  kind 
of  mernorp,  a  kind  of  thinking  that  lakes  place  In  the  collectloe  conduct 
irf  a  ritual.  How  to  slop  making  mistakes?  How  to  reduce  error  & 
eliminate  accidents?  These  are  the  goals  of  a  certain  scientific  method 


r  incapable  ot  thinking  wreckage  as  sacrificial  ceremong,  as  the 

...  _  .  -  ■_  lie *m  *»  Mllclal 


To  think  ot  car  wrecks  as  mistakes, 
asTrriirs.as  not  knowing  bow  to  tlrlee,  lot  enample.  tetletts  the 
Enlightenment's  tcnlemgl  lor  dreams,  tndloldnals  mag  not  want  to 
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Honumentality  here  is  understood  as  inuolning  the  practices  of  community  formation  associated  in  certain  theories  ui/  m owning  (the  toag  in  uhidi  a  community  or  indMdual  forms  an  identity  out  of  an  ergreriaice  of  separatim  Elosl.  tmd 
ardritecture  unified  social  memory,  fin  electronic  apparatus  recognizes  memory,  lllhat  are  the  roles,  relatiue  to  one  another,  of  architecture  &  telaiisicm  in  the  subjectiuation  in  Inerica  E  hour  do  these  relate  to  subject  formation  in  ottos*®*- 

The  condition  of  television.  There  is  a  mismatch  in  the  apparatus,  w/  the  practices  of  conventional  coverage  being  subverted  by  an  alien  tedmohjfl 
an " other "  audience  coming  into  formation  a  discrepancy  resembling  that  btwn  the  colonial  map  of  the  Kiddle  East  &  the  area's  actual  dem jnfh 
Iraq  s  invasion  of  Kuwait,  as  a  violation  of  borders,  represents  the  process  @  work  hi  every  institution  undergoing  the  metamorphosis  of  eled^ 
a  ecting  not  just  politics  but  conceptual  thinking  itself.  Prbrt's  classification  systems  are  being  reorganized!,  the  categories  of  truth  and  Bdlttt1 
dissolving  hi  a  technology  that  fuses  event  wt  interpretation. 

The  term  "anchor"  evokes  the  architectural  term " chora ",  a  notion  of  place  just  now  returning  to  favor.  Jacques  Derrida  diaBenged  Peter  B*** 

es  gn  a  gar  en  or  t  e  Parc  de  la  Villette  project  using  chora  (place  as  generator  rather  than  as  topos  or  position).  Electronic  rhetoric  wll 
w /  topos  but  w /  chora .  r  r 
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f  ...  i0f  miwnHng  con,riblI,!!  *“ 1118  fon,Blion  a  8  ranmunity.  Societies  from  Ancient  Egypt  to  contemporary  America  tone  embodied  their  experience  of  death,  loss.  sepo*®1* 

eareeren  o  unity  inking  the  passing  generations  to  one  another.  Hemory.  both  collectiueE  indiuidual  is  reorganized  in  an  electronic  apparatus.  Hie  dialtenge  is  to  adapt  the  pjssibilities  of  this  apparaW" 
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design  of  an  electronic  monument. 


Administration. 


ity  formation  E  identity- 

rience  of  death,  loss,  si 

the  possibilities  of  this 
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l  manumentdl  prospect. 

iom  to  regard  this  prospect?  Automobile  accidents  are  a  link  btum  the  two  options, 
iredsely  because  of  its  status  as  accident.  This  monumentality  performs  a  certain  la 
1  space. _ 


or  crises  in  ijuestion  [btum  murder  &  war)  according  to  electronic  cognition.  The  car  crash  may  serve  as  the  material  basis,  that  is.  of  an  elednuici 


porld  war  I.  the  Eastern  front.  A  soldier  in  the  Germ, 
|for  paper  to  use  in  the  latrine.  He  finds  a  magazine. 


ny  name  wig  Ulittgenstein  is  sitting  in  a  trench.  The  austerity  of  the  trench  suits  his  mood.  Two  problems  compete  in  his  mind  for  attention*  the  nature  of  the  significant  prupositi®:^ 

ling  through  it  he  comes  upon  a  schematic  picture  illustrating  the  possible  sequence  of  events  in  an  automobile  accident.  The  metaphor  of  the  car  cash  as  war  does  not  occur  to  mm 
I  the  fimctir J! — -  ..  .  -  ^ 

*cus.  This  invention,  bringing  together  car  wrecks.  “  *  * 


on  of  the  diagram^  the  correspondence  btum  the  parts  of  the  picture  &  the  event  in  reality-couldd  be  reversed:  ’that  a  proposition  serves  as  a  picture  by  virtue  of  similar  confl^ 

„  a  possible  state  of  affairs*  (Malcolm.  7-fl] .  This  insight  allows  IW^ 
war.  &  language  philosophy,  shows  something  even  w/out  speaking  of  it  directly. 

a  I  became  interested  m  philosophy  after  reading  something  by  Heidegger.  I  went  to  the  one  academic  aduisor  I  could  find,  a  man  wearing  a  hearing 
as  a  sign  -I'm  deaf.  Tm  interested  in  the  notion  of  Dasein*.  I  told  him.  "Could  uou  recommend  a  class  I  mioht  take  that  would  deal  with  Daseffl  ** 
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detail?"  He  sent  me  to  a  cowse  in  Architecture.  an  introduction  to  desip. 

1  haue  neuer  been  able  to  decide  uihether  or  not  his  adnice  uias  a  mistake.  For  one  thing,  uie  all  pronounced  the  uiord  "design"  incorrectly  as  "duh-zein".  as  in  I'm  interested  in  duh-zem.  More  significantly,  the  instructor  in  the  architecture  class  deuised 
desip  problems  based  on  the  readings  of  Kierkegaard.  "Dram  Kierkegaard's  laugh  and  map  it  onto  the  model  of  Hietzsche’s  eternal  return  that  you  constructed  out  of  cardboard  last  meek' . 

In  fact  I  didn't  notice  the  possible  error  until  years  later,  mhile  reading  Roland  Baithe's  $/Z: 

SarraSine:  customary  French  onomastics  mould  lead  us  to  expect  SarraZine:  on  its  may  to  the  subject's  patronymic,  the  2  has  encountered  some  pitfall.  2  is  the  letter  of  mutilation:  phonetically.  2  stings  like  a  chastising  lash,  an  auenging  insect: 


'A 


gutted 
kls  aceal 


nt  Tf  the  excess  caimM 
lay  be  seen  as  the  utiitariait 
art  of  the  warii’s  resonjesA 


he  has  mistaken  for  a  beautifuluiomanl  his  omn  castration.  Hence  the  slash  (/)  confronting  the  $  of  SarraSine  and  the  2  of  Zambinella  has  a  panic  function:  it  isthe  slash  of  censure,  the  surface  of  the  mirror,  the  mall  lie  murj  of  hallucination,  the  uerge  of 
antithesis,  the  abstraction  of  limit  th 

obliquity  of  the  signifies  the  index  of  paradigm,  hence  of  meaning  (Barthes.  106-107.  translation  modified). 

Hie  same  things  could  be  said  of  the  rnord  £  concept  "design"  spelled  "S*  but  pronounced  "2" .  In  electronics  the  concept  is  stated  as  de-sign:  architecture  is  de-signed.  urith  the  2.  But  against  the  de-signers  mill  be  ranged  the  de$/Zigners,  m/ 
unforeseeable  consequences. _ 


if  the  significant  propose11 

rardoesnotwxurtflJn®. 
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‘Sacrificing  Music’  is  a  rnork  of  chara  as  elaborated  by  Jacques  Derrida,  concerning  the  three  categories  of  being  6  discourse:  mythos.  logos,  £  genos.  Chora,  associated  ui/  genos.  replaces  topos  as  the  concept  of  "place"  in  electronic  desip.  The  chora 


chance  and  necessity,  mhose  nature  may  only  be  discerned  indirectly  in  the  names  generated  by  a  puncept  rather  as  a  concept  lor  paradigm),  including  the  qualities  associated  m/  “core"  terms:  chorus,  choreography,  chori  amL  corral,  coral.  Our  project 
suggests  the  necessity  of  adding  to  this  series  the  term  dioroner. 
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hrsc  who  - 

Buckminster  Fuller  thought  cl  diloers:  them  will  never  learn  ®  . 
safely,  se  reads  must  be  bulll  cn  which  II  Is  impossible  lo  pel  hurl. 
Bui  whal  of  the  economy  ol  eupenditure?  Bo  thoughts  need  the  same 
protections  lo  which  bodies  must  submil?  Should  naoigalion  tltreuyh  a 
database  be  restricted  by  the  habits  ot  highway  safety? 

4>These  are  the  tHinys  that  happen  to  thought  in  dream-work, 
rendering  it  incoherent:  condensation  or  compression.  Coerg 
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TH«NU$  ea»r- hIh?""*'  Tht  *™m  “»«*  lhtn  WMtt  |usl  as 
-h«-  “  .  ln  tonsllu«‘"0  l»l*  tamllg  photographs.  The 

r .aSSSKr^  »  ,’,tnmS  l"  ,l,e  <»««**»«  d "hose  mho 

MHh«  n.  superimposes  the  different  romponents  upon  one 

another.  The  components,  as  It  were,  tolline.  The  most  conoenlcnt  wai 

„nt.hbi'l,*Vn0  ,B®*1|UI  ,u,°  iMam-lhoughts  which,  to  start  with,  haoe 

U  ,0  alU'  ,he  “«■»»'  *«»  cf  one  of  them,  6  thus 
^rtng  It  halt-wag  to  meet  the  other,  which  mag  be  slmllarlg  clothed  I. 

a  new  iorm  el  words.  «  parallel  protess  Is  Inooloed  in  hammering  on! 
a  rhgme.  How  lo  listen  to  the  hammering  out 
In  the  thgthm  ot  wrecking? 

the  same 


guot£d  m  a  newspaper  acraum  of  d  chain  reaction  crash  caused  by  a  morning  fog  couHrtng  fntastate  7S  over  the  Hiutassee  Biuer  Tennessee:  inuhidiEiqk 


jjQTOjntjLefog.  Booms  in  the  fon. 


'•  He  started  hearing  them  banging  E  hoaning  fran  owtiet  (  P%lll»|i.tl, 

lUb  .i„. . 


dissemination  or  distribution  of  ideas.  Jacgues  Derrida,  in 
the  image  of  a  rhizome  (such  as  meeds)  a 


two  conceptual  models  ' 

In  the  course  of  its  ir 
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amangurhichferiotherptants  can  ^  Cnmtry'  “n,e  hi9ft  fora9B  production  of  this  grass  came  dl  a  stegrprice  ftrtkeb*  ,  | 

dy‘  (S2).  6  S8ei*  ^logs  the  author  draws  the  following  lessons.-  'how  good  intentions  cangoaniss'rJ  B 


nouer  the  ages. 1 


ideties.  can  to 'and 
the  nanrot  practices  of  pioductian/aisflnpW^  p 


><*■ 

,  '.,,N 


unproductive  expenditure  -luxury,  mourning,  uiar.  cults,  the  construction  of  sumptuary  monuments,  games,  spectacles,  arts,  perverse  sexual  activity’  -  activities,  that  is.  ui/  ‘no  end  beyond  themselves’:  not  a  balanced  economy,  but  one  in  which  the 
"loss  must  be  as  great  as  possible  in  order  for  that  activity  to  take  on  its  true  meaning’  (118) . 

Experience  works  openly  in  a  community  organized  around  the  practices  of  sacrifice.  ‘Sacrifice’  is  one  of  those  concepts,  such  as  ’taboo’  E  ’fetish’ .  translated  from  the  practices  ’primitive’  civilizations  to  the  theoretical  systems  of  the  human  sciences. 
Bataille  extended  the  concept  as  a  may  to  understand  his  own  society,  considering  mar  as  that  which  makes  social  life  what  it  is.  The  purpose  of  sacrifice  in  primitive  societies,  according  to  Bataille's  sources,  mas  to  reveal  the  continuity  through  death  of 
discontinuous  beings  (the  monumental  function). 

If  I  am  to  find  an  answer  to  the  enigma  of  sacrifice.  I  must  be  deliberate  and  shrewd.  But  I  know  6  have  never  for  an  instant  doubted  that  an  enigma  as  dangerous  as  this  one  lies  outside  the  scope  of  academic  method:  the  sacred  mysteries  must  be 
approached  with  craft  with  a  show  of  boldness  E  transgression.  The  enigma's  answer  must  be  formulated  on  a  level  equal  to  that  of  its  celebrants'  performance.  It  is  my  wish  that  it  become  part  of  the  history  of  sacrifice,  not  of  science.  The  peral  wish 


iibltles  In  contact 
m,  while  Indistinct  subordinate  details  tereespimd  to  the  parts  that 
ace  scattered  alum!  the  eoadwaii.  II  ittsnlacemenl  lakes  plate  In 
addition  lo  condensation,  lohat  Is  constructed  Is  an  "Intermediate 
ommon  entity,  which  stands  In  a  relation  to  the  two  different  cars 
similar  to  that  In  which  the  resultant  In  a  parallelogram  ot  forces 
lands  to  Its  components.  @  least  two  wreckers  ate  needed  In  such  a 

case.  It  not  the  "laws  of  life”. 

The  manifest  content  of  wrecks  consists  for  the  most  part  In  pictorial 
Ituatlcns:  6  the  wreck-thoughts  must  accordlnglg  he  submitted  to  a 
treatment  which  will  make  them  suitable  for  a 


Ithem  bangingE  boamingfr®1 


ixts.  The  metaphors  modal  tl*1 
ioattarl  introduced  in  A  W32 


may  account  for  my  proposing  to  solve  the  enigma  -  in  laughter  (Bataille.  1986:68) 


fln  immense  sacrifice  is  performed  annually  in  the  private  sphere  in  America,  occurring  d)  an  individual  level,  unperceived  or  if  perceived  statistically,  then  not  experienced  E  certainly  not  understood.  That  sacrifice  is  the  death  of  fifty  thousand  people 
each  year  in  automobile  crashes  (MAUD) .  ’Death  is  necessary.’  Bataille  reminded  us  and  it  seems  obvious  that  highway  fatalities  are  an  expenditure  of  fundamental  importance  to  the  community's  identity.  The  goal  of  our  project  then,  is  to  make  this 
sacrifice  perceptible.  To  this  end  we  propose  to  launch  a  satellite  -a  giant  EAA  in  the  sky.  equivalent  to  the  eye-in-the-sky  weather  satellites.  In  the  same  way  that  citizens  catch  a  glimpse  of  the  earth  each  evening  during  the  weather  report  on  the  local 
news,  graphically  enhanced  to  show  the  activities  of  clouds,  rain,  and  wind  so  too  would  the  ear-in-the-sky  make  it  possible  to  focus  on  the  sounds  significant  to  our  culture,  lilith  its  sensitive  recording  capacities,  the  ear  satellite  would  be  programmed 
to  pick  up  the  noise  made  by  car  crashes  all  over  the  country.  ID/  computer  enhancement  the  recorded  crashes  could  be  replayed  d)  various  speeds,  compressed  in  various  ways,  similar  to  time-lapse  photography,  in  order  to  discern  the  rhythm  of  the 
crashes. 

It  is  possible  that  the  accidents  produce  a  specific  beat,  lllhile  this  beat  should  be  analyzed  scientifically  for  any  patterns  that  might  pervade  an  insight  into  the  enigma  of  sacrifice,  it  could  also  be  adapted  to  performative  ends,  including  the  invention  of 
a  new  musical  form.  Following  the  lead  of  those  composers  who  mix  documentary  soimdwta  thea^^fnjthmsmight  become  danceable.  Such  a  record  might  lead  to  better  forecasting  of  gash  rates,  of  the 
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representation  cl  this  hint!.  The  material  will  be  submitted  tc  a 
f  peessuee  which  will  condense  It  gceatlg,  tc  an  Internal  fragmentation  6 
p  displacement  which  will,  as  It  were,  cceate  new  surfaces,  &  tc  a 
/  selecllce  cpecatlcn  In  laccc  cl  these  pcctlcns  cl  It  which  ace  the  mest 
i  appccpclate  Icc  the  ccnstcuctlcn  cl  situations. 

1  Dream-work  builds  w/  the  tccces  cl  wreckage  a  rhetoric  gooecned  bg 
4  the  lice  Icrces  cl  stress.  Compression  Is  the  direct  enpresslcn  cl  gracltg 
{  putting  ecergthlng  tc  the  center  cl  the  earth.  Tension  Is  the  opposite  cl 
j  compression:  where  there  Is  one  there  must  be  the  other.  The  other 
three  terms  cl  stress  are  based  on  these  two  pure  terms.  Shear  Is  a 
j  complen  stress.  When  two  Icrces  are  thrusting  In  opposite  directions 
but  ottset  &  slide  past  each  other,  shear  Is  present.  In  structural 

concerns,  shear  &  bending  are  tound 


sort  already  prouided  before  holiday  weekends. 


«  Hietr«s«firamlB  maidm  Thi  trie  for  Uic  iibsih  isslpmto  minija  this  semi®  is  danrer S.«fc  .•MleiMMntMaiioe* 
■Mttoari.'ii.uaiaMttianfe  »»*«iniiilTf  n  nwiainigimins. ism.  Micras naroi  msmrtiwN 

Ihe  students  uiho  fled  Cainesullle  in  their 

boom  handles.  er  put  uiEmselires  al  greater  nsk  of  death,  statistically,  than  if  they  had  stayed  tfl  home,  taking  appropriated  precautions  by  proppingtheiTSlidinyglnssiiBi' 
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tween  Kite  pulling  of  tension  &  the  pushing  ot  tompeessiohii#^iPPHPI| 
result  ot  alt  lour  oE  the  other  Eorres.  Torsion  is  a  twist.  The  dreamers' 
hands  turn  the  steering  wheel,  euerting  a  torsional 
transEerred  torsionaltg  to  the  dream-thoughts, 
specialized  bending,  a  circular  bending,  w/ 
harmong  &  discord  the  lioing  &  the 
the  perils  oE  drea 
What  happens  to  cars  happens  to  tl 
tension,  shear,  bending,  &  torsion 
manner  oi  stress — The^weo^ai^i^^^^^diMiii^MWe 


“1JIHDIHE:  The  Car  Crash 

I,  Traffic  sounds  (crash)  for  approx.  2  min.  Spot  on  winger.  Car  cranks  out  help  Pat  is  saying  help  softly,  one  white  person  is  banging  softly,  other  is  passing  out  help  signs.  Pat  gets  louder,  keeps  saying  help  in  a  drone.  Car  begins  to  stutter  E  draw  cars 
C  erase  them.  Turn  white  people  stand  and  cough,  gag.  stammer  E  strutter'  (dine.  190).  ; 

PETUl  GREEKUIflY:  ft  2ed  5  Tujo  Houghls  j 

Tlie  film  begins  in/  a  car  crash.  Outside  a  zoo  a  Mute  Swan  smashed  into  the  windscreen  of  a  white  Ford  Mercury,  registration  number  HID  2D  B/liL  driven  by  a  woman  wearing  white  feathers  called  fllha  Bewick.  fin  accident?  \ 

Five  thousand  accidents  happen  every  day-bizarre,  tragic,  farcical.  They  are  Acts  of  God.  fit  only  to  amaze  the  survivors  E  irritate  the  Insurance  Company.'  j 

This  one  is  different  for  God’s  sake. '  Or  Darwin's  (Greenway,  13).  1 

J.G.  BALLARD;  Crash 

^  ^ a  ^ 111/1  actress  [Elizabeth  Taylor],  llaughan  was  obsessed  by  many  wounds  E  impacts  ■  by  the  dying  chromium  &  collapsing  bullheads  of  their  two  cars  meeting  head-on  in  complex  collisions  endlessly  repeated  in  slew-motion 

|  films,  by  the  identical  wounds  inflicted  on  their  bodies,  by  the  image  of  windshield  glass  frosting  around  her  face  as  she  broke  its  tinted  surface  like  a  death-bom  Aphrodite,  by  the  compound  fractures  of  their  thighs  impacted  against  their  handbrake 
mountings,  and  above  all  by  the  wounds  to  their  genitalia'  IBallaii  71). 

Comment:  Ballard  on  'Crash" 

Do  we  see,  in  the  car  crash,  a  sinister  portent  of  a  nightmare  marriage  between  sex  and  technology?  Ill  modem  technology  provide  us  w/  hitherto  undreamed-of  means  for  taping  our  own  psychopathologies?  Is  this  harnessing  of  our  innate  perversity 
conceivably  of  benefit  to  u s?  Is  there  some  deviant  logic  unfolding  more  powerful  than  that  provided  by  reason?  (98) . 


u 


Communication  satellites  are  microwave  relay  tinks  in  space.  Generally,  there  are  [four]  types  of  satellites:  weather  and  observational  satellites:  communication  satellites:  space  probes;  land  sacrifice  frames!.  Since  the  late  197Q's, 
satelliteshave  been  in  orbit  for  II.  S.  weather  observation.  Their  viewing  areas  take  in  the  Horth  and  South  poles.  One  satellite  covers  the  area  from  the  Mississippi  to  Hew  Zealand:  ’ 


fftBStts  U  Ret  ike  cue  tkat  will  ti"t  lut  cn*  which  me  should 
Jttiu.  The  popular  mind  Is  kckaolng  here  as  U  usuallg  does: 


are  urillingte  go  to  iht  M®®1 

be  remembered,  invented 
m  eladnmic  apparatus 
or  carnival.  Ife  games  of  ni^1 

for  tho  ammfs  Me  annte^ 


,  JWfW  Iht  tac  Intludes  Ike  design  process.  Designed  lot 

Ilian  saccitice,  tats  act  built  as  Impact  cushions ,  ?iiil 
^lapsing  &  Ecldino  upon  contact,  so  that  even  modest  tender- -Sendees 
produce  spectacular  wreckage.  The  car  as  ruin  is  anticipated  In  Us 

What  ot  these  post-crash  designs?  The  ones  we  are  reading  as 
'^^Kflure?  Are  Ihese  the  tirsl  to  rectltg  the  balance  ot  design,  H 
‘ns  ot  drawings  in  Ihe  production  process,  &  none  coming  atter 
catastrophe?  The  latter  litt  torm  the  wreck  Ihe  memories  il 
Pujols,  showing  us  Ihe  welling  ot  the  eoenl.  U  is  not  so  much  0 
llporltlng,  but  a  score.  11  is  music  lo  be  plaged.  V 


& 


Africa.  The  ottotujoare  parted  in  reseme  orbit.  The  daily  tart  of  the  satellite  services  station  is  the  collection  and  distribution  of  images.  The  satellite  spins  on  its  axis  and  euenj  lime  the 
(Harsh.  79-88). 

fl  similar  arrangement  is  feasible  for  the  Sky-Ear.  using  geostationary  or  synchronies  satelUtes  fixed  oner  a  particular  spot  on  earth.  Ihe  orbits  for  the  Sky-Ears,  however.  would  have  to  be  si 
IMians.  Rosen,  and  Hudspeth-  working  for  Hughes  Aircraft,  innented  the  geostationary  satellite  in  1982  (linston.  261) .  Enough  progress  has  been  made  in  surveillance  technology  to  permit  1 
stations  placed  dl  regular  intervals  relative  to  the  interstate  highuiay  system. 

The  Death  Car' 

'Hy  friend  from  Los  Angeles  breathlessly  announced  that  she  could  pirt  up  a  MO  Porshe  Tarya  sprats  car  fra  only  SOD.  The  reason  fra  the  reduced  price  urns  that  it  ted  sat  in  the  mid 
[Brunvani  20). 


|  Salliii  J. E.  ‘Crash*,  m  feteadt  J.E  Bdikrd.  84  (1984). 
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camera  comes  around  fatingthe  earth,  it  takes  one  scan  line" 
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1  ae:  there  are  different  stages  for  me.  there  is  the  writing  stage,  which  i  conceive  of  structurally,  and  then  there  is  the  stage  in  which  it  has  to  he  realised  by  a  camera,  and  there  are  very  different  processes  involved,  the  screenplay  is  for  me  a  blueprint  that  sets  up  certain  contradictions  and  certain  challenges  which  have  to  be  resolved  by  the  intrui 

camera  or  the  recording  device,  so  i  find  that  very  often  i  am  most  attracted  to  moments  where  i  don't  fully  understand  what  the  potential  resonances  of  photographing  that  moment  may  be,  but  i  feel  at  an  intuitive  level  that  they  will  set  off  a  series  of  responses  which  are  woven  into  the  structure  of  the  piece,  and  because  of  my  awareness  of  the  po:J 

illusory  qualities  of  the  frame,  i  think  that  it  just  becomes  part  of  the  dialogue  of  the  film,  i  suppose  that  the  imperative  i  use  a  lot  of  the  time  in  my  dramaturgy  is  the  territorial  one  •  people's  right  to  have  space,  own  space,  call  space  their  own  *  and  that  in  the  decision  as  a  director  to  compose  someone  within  a  frame  and  to  include  or  exclude  cerr 

from  that  frame,  i  am  making  a  territorial  decision  as  well,  in  order  to  create  an  honest  dialogue  with  my  viewer,  that  for  me  has  to  become  part  of  the  discourse  that  the  film  proposes,  so  it's  a  different  type  of  filmmaking,  i  suppose,  very  often  when  you  watch  a  film,  its  capacity  to  simulate  reality  and  to  propel  you  through  a  reality  without  ever 

foundations  of  that  frame  as  an  alternative  reality  are  taken  for  granted  -  it's  a  given  in  90%  of  the  mainstream  films  one  sees.  2  ae:  in  that  sense  i  find  that  film,  for  all  its  potentiality,  is  so  far  behind  the  levels  of  discourse  in  other  forms,  so  often  the  most  successful  novels,  for  example,  are  ones  which  take  as  a  point  of  departure  the  fact 
telling  the  story,  that  someone  is  constructing  a  reality,  the  whole  question  of  what  person  is  used  -  first,  second,  third  -  that  is  a  fundamental  decision  that  a  novelist  has  to  make,  and  the  reader  is  aware  of  that  decision;  it's  part  of  what  the  informed  reader  brings  to  the  experience  of  reading  a  novel,  what  i  find  consistently  disillusioning  is  hoi 
informed  individual  who  is  able  to  apply  very  rigorous  standards  to  other  art  forms  can  approach  film  in  such  a  lazy  way.  i've  never  been  able  to  understand  it,  except  for  the  fact  that  there  is  an  attraction  to  film  as  an  icon  of  pop  culture  which  tends  to  override  its  development  as  an  art  form,  especially  feature  films,  i  think  that  if  i  wasn't  makli 
and  if  i  had  decided  to  marginalize  my  career  and  to  limit  these  questions  to  a  shorter  film  format,  perhaps  i'd  be  allowed  to  engage  in  that  discourse  more  often,  but  because  they  are  features,  and  because  a  feature  film  carries  certain  narrative  expectations,  i'm  always  finding  that  i  have  to  conform  in  terms  of  what  people  want  to  see  and  how  they |j®j& 

feature  film  to  unfold.  3  ae:  yes,  and  there  is  also  an  economic,  a  financial  element,  if  you  want  to  work  with  a  certain  level  of  performance,  if  you  want  to  get  a  sense  of  psychological  nuance,  it’s  always  much  more  fulfilling  to  work  with  professional  actors,  and  of  course  that  means  that  the  budget  has  to  be  somewhat  higher,  and  that  means  that  ijgpf# 

necessary  budget,  you  have  to  find  a  structure  which  will  allow  you  to  do  that,  and  a  feature  does,  to  an  extent,  to  use  the  technologies  we  had  to  use  in  speaking  parts,  even  though  it  was  very  modestly  budgeted  for  a  feature  film  -  $soo,ooo  *  nevertheless  we  needed  that  budget,  and  we  wouldn't  have  been  able  to  raise  that  if  it  was  an  hour-long  filgj§$€a§ 
jo  the  notion  of  a  room:  let's  say  you  have  a  character  in  a  room,  and  you  make  the  decision  to  photograph  that  person  in  that  room,  there  are  an  infinite  number  of  camera  angles  you  can  employ  to  record  that  simple  activity  of  a  person  or  two  people  having  a  conversation  in  a  room,  the  traditional  approach  to  film,  the  commercial  approach,  is  th$  fojlfil 

simple  action  and  record  it  from  a  number  of  different  angles  -  as  many  as  possible  -  so  that  in  the  editing  stage  you  present  yourself  with  options,  with  possibilities  of  manipulating  that  action  by  intercutting,  or  you  could  take  the  other  extreme  approach,  which  is  to  shoot  it  with  just  one  angle  and  to  record  that  in  real  time,  now  you  could  8fyirJ 

approach  in  a  mainstream  film,  because  of  the  pressures  on  you  as  a  director  to  cover  yourself,  and "  cover  yourself  'has  interesting  implications,  it  has  two  meanings:  first  of  all  there  is  the  notion  that  you  are  covering  the  people  that  you  are  photographing,  that  you  are  able  to  present  choices  and  to  mold  performances  by  covering  them  properly,  buj 
your  own  decision,  and  making  sure  that  if  there  is  a  false  move  in  your  decision  about  how  to  frame  these  people,  it  can  be  rectified  by  editing  and  by  the  substitution  of  other  choices  later  on.  it's  a  very  complex  and  very  loaded  situation  to  make  a  commitment  to  photograph  someone  in  a  particular  way  and  not  to  sway  from  that,  and  to  have  only 

with,  now  i'm  in  the  middle  of  editing  this  new  film,  and  i'm  becoming  more  and  more  aware  of  that,  i  suppose  if  you  take  that  risk  of  being  definite  and  photographing  that  individual  through  a  very  particular  angle,  somehow  that  energy  comes  through  when  you  are  watching  that  footage  much  later  on.  5  ae:  yes.  one  thing  that  is  uncanny  about  thr 

is  almost  impossible  to  disguise  what  the  intentions  of  the  person  behind  the  camera  are.  when  you  watch  projected  footage,  it  somehow  just  comes  off  the  screen  -  you  know  what  that  person  was  feeling,  and  if  they  are  tentative  about  the  process  of  photographing  someone,  or  if  they're  not  even  thinking  about  the  decision  to  photograph  someone  as  a  loaj 

my  work,  because  i'm  aware  of  that  process,  i  think  that  the  audience  is  also  self-conscious  when  they  are  watching  my  projected  images,  so  it  would  be  dishonest  for  me  not  to  include  that  in  the  discourse  of  the  films  that  i  have  made  so  far.  6  ae:  what  you've  distinguished  as  thematic  and  technical  considerations  can  almost  be  broken  down  into  what 

a  writer  and  what  i  take  into  it  as  a  director,  the  thematic  notion  of  a  film  is  something  that  i  am  very  aware  of  at  the  script  stage,  and  i  try  to  create  a  structure  which  allows  for  as  many  contradictions  and  as  many  ambiguities  and  as  many  things  that  have  to  be  sorted  out  at  a  latter  stage  as  possible,  but  which  are  also  linked  to  emotional  experiences 

viewer,  or  that  i  have  to  express,  then  it's  a  question  of  how  best  to  express  these  qualities,  now  that's  where  my  own  suspicion  about  my  decision  to  photograph  the  story  comes  into  play,  why  am  i  not  content  with  this  as  a  script?  why  do  i  have  to  take  it  to  this  next  level  of  production?  why  do  i  have  to  make  this  into  something  which  is  projected? 

think  are  quoted  almost  verbatim  in  speaking  parts,  you  have  the  scriptwriter,  daire,  and  you  have  the  producer  saying  at  one  point  to  lanes;  daire's  story  is  very  important,  and  of  course  it's  an  emotional  and  a  personal  story,  and  i  respect  that,  her  story  is  what  happened  to  her,  so  i  took  whatever  elements  of  it  that  i  needed,  i  altered  her  story  and  made  it  n 

could  project  it  to  millions  of  people,  i  find  that,  as  cynical  as  i  was  about  that  individual,  there  is  a  side  to  his  procedure  that  is  not  dissimilar  to  what  i'm  doing,  i  tend  to  be  very  suspicious  -  i  keep  using  that  word  -  of  my  decision  to  create  and  recreate  characters,  to  manipulate  them,  i'm  also  aware  of  the  fact  that  i  must  have  a  distinct  and  a  very  particular 

7  ae:  i  am  not  as  concerned  about  the  specific  aesthetics  of  film  and  video  as  i  am  about  how  in  my  previous  work  -  not  so  much  in  the  new  film  -  i  was  able  to  create  a  tension  by  the  superimposition  of  one  medium  on  another,  for  instance,  at  a  very  basic  level:  when  you  construct  a  building,  you  are  constructing  that  building  into  empty  space,  and  one's  evaluatj 

much  formulated  in  terms  of  how  it  responds  to  the  space,  and  how  you  move  through  that  space,  and  what  your  relationship  to  that  structure  is  as  you  move  through  it.  that  becomes  part  of  your  whole  evaluation  of  the  success  or  failure  of  that  structure,  now  with  film  there  are  a  number  of  ways  to  pose  the  same  type  of  questions,  there  is  the  whole  structural  app 

by  the  use  of  light  or  the  use  of  composition,  to  create  that  tension,  the  whole  idea  of  taking  a  medium  which  purports  to  have  the  same  properties  as  film,  and  yet  because  of  its  accessibility  can  be  deployed  by  individuals  and  dramatic  personalities  within  my  story,  is  very  attractive  to  me.  here  i  am  as  a  director,  photographing  these  people  -  now  if  i  can  have  them 

almost  a  playground  for  me.  and  i  am  able  to  create  a  tension  between  the  space  that  i  am  creating  and  the  frame  that  i  am  imposing  on  them,  and  the  frames  that  they  are  imposing  on  each  other,  the  choices  that  they  are  making  to  photograph  each  other  become  a  very  direct  parallel  structure  to  my  whole  level  of  discourse  as  well,  and  there  is  a  texture  of  course  - 

image,  as  i  said  before,  the  tendency  is  to  presume  that  it  is  reality,  but  when  you  see  a  film  image  filming  a  video  image,  and  you  become  aware  of  the  pixels  on  a  film  screen  -  not  on  a  television  screen  -  you  become  aware  of  the  fact  that  this  is  an  artificial  reality,  when  you  watch  a  video  image  on  a  television  screen,  you  are  not  confronted  with  the  same  properties,  beeps  pn  are  seeing.it  in  its 

home  format.  $  ae:  right,  but  it  serves  as  a  way  of  reflecting  the  self-consciousness  of  the  individuals  in  the  drama  as  well,  i  just  came  up  with  that  formulation  -  home  format  -  but  it's  a  very  attractive  notion,  home  format  is  usually  a  way  of  talking  about  the  format  that  is  most  suitable  for  domestic  consumption:  vhs  is  a  home  format,  as  opposed  to  one-inch  or  beta,  but 

also  attractive  because  there  is  a  way  of  formatting  an  individual  for  a  particular  behavioral  pattern  which  is  imposed  by  a  structure  such  as  home,  so  once  you  make  the  decision  to  create  a  drama  that  uses  the  notion  of  home  format  in  a  psychological  way,  why  not  make  a  direct  connection  with  the  technological  medium  which  is  at  your  disposal,  and  create  a  metaphor  for  that,  i  meai 

looking  for.  to  answer  your  question  which  comes  first:  with  family  viewing,  i  went  through  a  very  difficult  time  with  that  script  after  having  written  it,  in  deciding  how  i  was  going  to  photograph  these  people,  i  was  so  consumed  with  the  pitfalls  of  sentiment  in  my  treatment  of  what  was  really  dangerous  material,  and  i  just  really  had  to  dig  deep  to  find  this  idea  of  generational  parallels 
psychology  of  the  characters,  it  didn't  come  easily  -  it  never  comes  easily,  some  people  like  to  have  realities  recreated  right  in  front  of  their  eyes,  and  those  people  want  to  be  as  far  away  from  the  type  of  questions  we're  talking  about  as  they  can.  and  that  is  probably  about  90%  of  the  viewership,  if  not  more  -  maybe  95%.  when  they  go  and  see  a  film,  they  don’t  want  to  be  hearing  any  of  these  ques^^ 
are  going  to  the  film  to  escape  the  complexities  of  daily  life,  why  is  it  that  people  go  to  film  to  escape  from  these  things?  they  don't  necessarily  go  to  an  art  gallery,  or  read  a  novel,  to  escape  these  things,  they  certainly  go  to  a  film  to  escape  them.  9  u:  it's  funny,  because  i  thought  as  i  was  doing  the  new  film  that  it  was  so  different  from  the  previous  work,  but  as  you  were  talking  about  these  elemi 
all  there,  the  film  is  called  the  adjuster,  and  it's  about  this  insurance  adjuster  whose  job  is  to  deal  with  people  whose  homes  have  been  destroyed  by  fire,  and  to  go  over  all  their  possessions  and  to  come  up  with  a  list  that  states  what  everything  they  have  is  worth,  so  that  he  can  give  them  a  claim,  he  takes  his  job  quite  seriously,  and  he  puts  all  these  people  op,  while  they  are  dispossessed,  in  this  motel,  and  he  spends^! 
room  in  the  motel,  going  over  these  lists  and  sleeping  with  these  people,  meanwhile  he  lives  in  a  house  which  is  in  the  middle  of  a  suburban  development  site  which  has  been  abandoned,  he  bought  the  model  home,  this  one  house  that's  in  the  middle  of  a  complete  desert,  and  he  lives  there  with  his  wife,  who  is  a  film  censor,  his  job  is  to  go  and  look  at  the  elements  of  people's  material  lives  and  to  reconstruct  ih 

the  images  that  we  allow  in  this  society,  and  of  course  what  he  uses  to  evaluate  what  people's  lives  are  worth  are  photographs  that  they  have,  as  proof  of  what  they  had.  and  the  whole  question  of  photographic  evidence....  you  see  i  can't  talk  about  these  films  until  they're  finished,  the  whole  notion  of  what  the  camera  is  doing  -  it's  something  i  can't  really  talk  about,  i  am  aware  of  it  when  i’m  pointing 

when  i'm  seeing  it.  like  in  family  viewing,  when  there  is  the  image  of  the  father  videotaping  his  sexual  proclivities  with  his  mistress,  and  i  became  aware  when  i  was  filming  that  scene  that  if  i  moved  my  film  camera  in  line  with  the  video  camera,  that  all  of  a  sudden  i  am  in  a  direct  confrontation  with  the  father,  so  here  is  a  figure  that  has  informed  my  own  personal  mythology,  and  here  he  it 

looking  into  his  own  lens,  that's  a  very  powerful  moment  for  me,  but  i  only  really  became  aware  of  it  when  i  was  there,  filming.  10  ae:  i  couldn't  script  that,  no.  actually,  wenders  found  that  the  strongest  image  in  the  film  when  he  saw  it:  the  moment  where  the  two  of  them  are  sitting  in  bed,  and  he  says  to  sandra,  you  have  to  find  out  what  my  son  is  up  to,  and  i'm  sure  you  could 

knows  at  that  point  that  she  is  having  this  affair  with  his  son,  that  in  fact  that's  part  of  the  whole  controlled  environment  that  he  wanted,  at  that  point  you  have  a  reaction  shot  of  her,  and  then  you  cut  to  a  shot  of  him,  and  the  video  image  is  just...contaminating  him  at  that  point,  and  it's  a  really  eerie  image,  at  that  moment,  i  realized  that  if  you  video  a  video  image  you 
interference,  so  that  when  you  then  film  that  interference  pattern  you  get  this  incredible  effect,  it  is  perhaps  one  of  the  most  technically  complex  moments  in  the  film  to  execute,  but  i  wouldn't  be  able  to  tell  you  exactly  how  we  did  it.  it  was  just  a  moment  that  was  taken  on  the  set,  as  a  surprise,  and  then  she  is  on  video  as  well,  and  because  her  image  is  so  much  clearer  at  tha 

she's  on  film.  11  ae:  i  take  exception  to  jameson  -  maybe  i'm  wrong,  but  i  would  say  he  must  be  over  9o  or  9s  years  old.  i  had  very  strong  responses  to  the  television  i  watched,  and  i  think  it's  partly  a  generational  thing,  gilligan's  island,  for  example:  all  these  personalities  have  become  part  of  my  sub-conscious,  you  know,  the  professor  and  mary  anrv  and  all  these  figun 

forming  my  memory  banks,  when  i  went  to  seethe  image  world  show  at  the  whitney,  there  was  that  one  exhibit  with  television  screens  playing  back  random  bits  of  programming  over  the  past  twenty  years,  just  seconds,  glimpses,  and  to  see  all  this  and  to  realize  that  i  recognized  almost  all  of  it,  and  that  it  had  all  been  stored  in  me  somehow....  i  mentioned  the  property 

into  a  film  image  in  a  very  specific  context,  but  i  think  that  the  way  our  mind  responds  to  a  video  image  on  a  television  screen  is  not  so  wildly  different  from  the  way  we  register  a  projected  film  image,  it  would  be  very  convenient  to  believe  that,  but  i  don't  think  that's  the  way  the  mind  works,  now  i  must  confess  that  when  i  watch  television  i  do  turn  down  the l: 

and  i  try  to  watch  it  as  much  as  possible  as  i  would  watch  a  film,  with  as  little  interference  from  my  domestic  life  as  possible,  and  there  is  that  theory  that  whatever  you  watch  on  the  television  screen  enters  your  retina  surrounded  by  the  frame  of  the  domestic  space,  so  that  nothing  can  really  disturb  you  or  transport  you  as  much  as  it  can  on  the  film  screen, 

that  is  also  a  question  of  how  you  watch  television,  as  a  kid  i  used  to  sit  right  up  by  the  tv  screen,  and  try  to  enter  that  screen  as  much  as  possible,  images  of  the  Vietnam  war  were  brought  to  millions  of  viewers  in  the  6o's  through  television,  and  that  was  one  of  the  main  motivating  factors  of  the  anti-war  movement  -  the  fact  that  people  for  the  first  timl 

glamourized  or  an  unreal  event,  but  as  a  direct  and  painful  occurrence  that  had  entered  them  in  a  very  visceral  way  through  television.  12  ae:  because  i'm  now  in  the  process  of  editing,  what  comes  to  mind  is  the  problem  for  example  of  flashbacks,  i  find  that  it's  a  technique  that's  almost  impossible  for  me  to  use,  because  it  seems  so  artificial,  it's  as  if  i'm  ii 
history,  this  narrative,  to  you.  but  why  am  i  privy  to  this  history?  what  i  really  love  is  when  the  characters  themselves  are  somehow  privy  to  their  own  flashbacks  -  but  how  do  you  convey  that?  well,  through  these  technological  media,  so  that  at  the  end  of  family  viewing,  when  van  is  reunited  with  his  mother  and  grandmother  in  the  nursing  home,  the  flashb; 
of  images  that  i'm  providing  for  you  as  a  viewer,  but  rather  they're  images  that  van  has  culled  from  his  own  viewing  experience,  so  there's  a  structural  ambiguity  which  is  very  rich  for  me:  are  we  replaying  what  is  going  on  in  his  mind?  or  are  we  replaying  evidence  of  what's  going  on  in  his  mind?  and  if  we  are  replaying  the  latter,  is  he  controlling  tha 

viewer?  that  is  for  me  really  fascinating  territory,  i've  provided  the  room:  here  are  the  projections,  memory  and  desire  are  both  emotional  states  which  are  intrinsically  linked  with  notions  of  projection,  which  has  a  psychological  significance  as  a  term  and  as  a  process,  and  also  a  cinematic  one.  so  there  is  a  cross-over  for  me  as  an  artist  working  in 

dramaturgical  construction  of  psychological  imperative,  need  and  resolution,  and  its  cinematic  counterpart.  13  ae:  this  brings  up  my  own  dissatisfaction  with  that  ending,  i  suppose,  sometimes  i  watch  it  and  think,  it's  a  perfect  ending,  the  classic  staging  of  the  reunion,  with  the  silhouette  and  everything,  all  these  questions  are  raised  in  the  film,  and 
that  ending,  and  yet  it's  a  shock  to  me  that  people  are,  that  viewers  feel  really  let  down,  feel  that  i  copped  out.  when  i  was  doing  it,  it  just  seemed  that  it  was  an  obvious  way  of  capping  the  film,  you  end  with  an  image  which  would  provoke  people  into  their  own  desire  for  conclusion  or  closure,  and  yet  it's  being  filmed  so  classically,  but  it's  vej^^^^^P 
continue  the  discourse  into  that  final  moment,  and  i  don't  to  this  day  know  how  i  would  have  done  it  any  differently.  14  ae:  exactly,  at  the  moment  of  touch  they  become  two-dimensional.  15  ae:  i  just  think  of  them  as  becoming  two-dimensional,  deprived  of  visual  characteristics,  but  it's  an  interesting  moment,  to  this  day,  i  think  maybe  i  shoulfl^^H 

video  and  reshoot  it.  then  i  think  maybe  i  should  end  it  with  the  mausoleum,  with  snow  in  the  mausoleum  -  that's  an  obvious  place  to  end  it.  but  i  know  it  i  left  it  there,  it  wouldn't  be  an  ending,  and  psychologically  i  like  the  fact  that  lance  is  this  character  who  exists  only  when  people  project  things  onto  him.  and  when  the  sources  of  that 

confused  and  he  doesn't  know  what  is  being  projected  onto  him  and  why,  he  goes  back  to  the  only  source  whose  projection  he  has  control  over,  which  is  lisa,  and  in  the  acknowledgement  of  that,  he  becomes  completely  two-dimensional.  16  ae:  yes.  i  mean,  in  terms  of  energy,  that  scene  was  so  frenzied,  and  you  are  not  sure  what  is  going  on.  but 

in  an  image  that  didn't  have  any  cuts  at  all,  that  was  just  one  four-minute  long  take,  and  i  think  that  maybe  that's  another  problem  -  tempo-wise  you're  so  keyed  up  by  the  previous  scene  that  the  denouement  should  perhaps  be  a  lot  shorter.  17  ae:  in  that  moment  in  next  of  kin,  something  else  happens  in  that  image  that  is  very  obscure,  but  again  so^ 

camera  was  taping  that  session  on  a  tripod,  he  talks  about  ghosts  and  phantoms,  and  the  moment  he  says  alright,  let's  pretend,  the  video  camera  becomes  disengaged  from  the  tripod  and  begins  to  float  towards  him.  and  i  wanted  the  hand-held  camera  to  represent  this  phantom  figure  that's  been  released  through  the  evocation  of  that  spirit  by  the 
peter  jj  watching  that  he  becomes  fascinated  by  the  footage,  and  by  the  phantom  that's  watching  the  footage,  so  that  when  he  is  later  lying  on  the  table  in  the  mother's  embrace,  and  he  looks  up  at  the  camera,  in  that  moment  you  have  the  sense  of  his  confronting  this  phantom  of  the  missing  son.  all  the  hand-held  nature  of  the  material  with  the  dery; 

to  give  a  sense  of  a  phantom  watching  this,  but  maybe  because  it  was  early  for  me,  or  because  Canadian  film  at  that  time  was  so  rooted  in  the  documentary  tradition  -  for  whatever  reason,  it  comes  off  like  docudrama  as  opposed  to  conveying  the  feeling  that  someone  else  is  watching  this,  but  then  you  have  peter's  fascination  when  he  goes  back  to  tl 

very  interested  in  the  camera's  recording  this,  and  he  performs  for  it  as  well,  very  aware  of  the  lens.  1 8  ae:  yeah,  he  knows  that  stuff,  at  that  time,  you  know,  home  video  wasn't  really  around,  so  he's  recording  his  reflections  with  a  tape  recorder,  and  it  would  have  been  really  interesting  to  have  structured  that  so  that  he  had  a  little  camcorder, 
brought  back  so  that  at  the  end  when  the  family  is  listening  to  the  tape  recording  that  their  son  has  sent  back,  they'd  be  looking  instead  at  an  image  of  the  son.  but  that  wouldn't  have  been  realistic  in  i],  what's  interesting  of  course  is  that  family  viewing  is  not  entirely  realistic  either,  because  of  this  historical  sense,  it  was  made  in  86,  and  tfl 

years  old  he’s  looking  at  videotapes  that  his  father  made  when  he  was  four,  and  it  probably  wouldn't  have  been  coloured  home  video  vhs  at  that  time,  now,  looking  at  it  in  1991,  it  makes  perfect  sense  that  in  1977  stan  would  have  had  access  to  that  equipment.  19  ae:  there's  the  whole  phenomenon  of  people  using  the  ver  to  tape  a  program  that  they're’ 

and  then  taking  that  tape  and  putting  it  in  the  bookcase  knowing  that  they'll  see  it  at  some  time,  and  feeling  that  they  have  that  show,  that  they  have  seen  it.  you've  got  that  experience  because  you  have  it  stored  for  your  future  use.  you  feel  that  since  you've  taped  it,  you  have  consumed  it,  because  this  instrument  that  you  have  has  consumed  it  f 
actual  process  of  your  then  seeing  it  becomes  somewhat  diminished,  it's  not  the  same  as  having  a  book  and  not  reading  it  -  it's  like  having  a  book  and  having  a  machine  which  could  actually  go  through  page  by  page  and  take  in  the  book,  or  people  go  on  trips  and  they  tape  things,  never  to  watch  them  again  -  but  because  they  have  them  taped  and  at  thl 
oop  into  the  machine  and  show  at  any  time,  there  is  a  sense  of  power  there,  and  control.  20  ae:  the  new  one  definitely  is.  the  previous  ones  were  very  claustrophobic,  and  very  concerned  with  sites  which  had  to  be  artificially  constructed:  a  mausoleum,  or  a  condominium,  the  new  one  is  very  specific,  with  the  particular  architecture  of  the  motel,  and 

■  «  a  •  •  f*l ...  1 _  _ _ ...IJ  ~  .  II  i  L  .  i  I A  ! _ I  f  I-  ! _  I »'  f  .1  I  *  a!aI._  _  _  A I L.  L ....  tl .  Ja.iLL  aaBiia  a!  it*  Laiba  <1  rit «  a  ta  a  71  aA>  it  f  attiaptiUA  t  a  via  a  ^vamatipa  hi  k  aaahpa  it  r  At  p  tin  t  k  a  AVHAPtatiAa  a  t  a  a  a  it  a  i  ■  Iiiaa  a*  fi  m  *1  a  AAalkl>  •  mu. 
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concept  of  this  deserted  suburban  development  site,  in  film  terms,  you  would  call  that  location-specific,  i  suppose,  location  was  one  of  the  working  titles,  actually,  because  of  the  double  sense  of  its  being  a  site  and  also  a  process.  21  ae:  it  s  attractive  to  me  dramatically,  because  it  sets  up  the  expectation  of  a  certain  type  of  film,  of  a  certain  power  str| 
the  process  of  adjusiment  and  chaise  and  evalnation,  which  is  probably  more  snggeslive  than  bcatim  and  it's  a  job  as  well,  i  really  conldn'l  understand  why  the  function  is  called  adjusting,  it's  a  very  strange  word,  adjuster  -  as  opposed  to  chronicler  or  evidencer  or  surveyor.  22  ae:  there's  something  [etching  about  that,  too,  because  of  her  job  as  a  ft 
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i  censor. 
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To  begin  Two  paintings  by  Attila  Richard  Lukacs-  Call  Michael  and  Like  That  which  arc  a  perfect  simulacrum  of  the  universe  of 
sacrificial  volcncp  and  cold  seduction.  1  Sarrific'al  Meditations  Call  Michael  is  the  painterly  invocation  of  dc  Sadi's  Mass  of  the 
dead  hM  trnrfctinnal  Catholic  Mjrgy  with  its  celebration  of  the  sacrTice  of  Chris*,  but  just  the  opposite.  The  “black  mass*  of  the 
skinfvw’s,  wt  err,  just  Wsc  in  d^  Sadc'n  imaginary  kingdom  o1  pleasure,  al  ol  *he  sam'idal  signs  nro  reve'sed  Candes  f<r  high 
mass  st  ck  ml  of  osses,  the  eucherist  is  cHered  up  by  hards  engaged  in  the  plcasar of  sadomasochism,  high! ops  substitute  for 
the  tradUonot  dr  pictions  of  Christ's  foet  nailed  to  the  cross,  aod  even  vestments  a*c  i  art  of  a  sejc.al  orgy  which  never  cods  A 
lasdnat  ng,  because  so  deeply  diluting.  dcpocUr,  Usn  of  a  sacnficiaf  bunout  •*!■&' i  c  jkuates  »»  ugiasbe  ucess.  Dot  s 

this  me.n  that  Lukacs  has  simpfy  reversed  l)>a  black  mass,  subsisting  the  obseswve  ntuals  of  uctanesodism  for  the  pubic 
rituals  of  the  ^aihofcc  ceremon.*’  C-  can  ti  e*e  •>«  •;xh  *  con  icut  -*'c, «  d  tra  is  p  s  C  ieisU’  iu  »t  of  t)  *• 

deao  *iJm»  s-jrfeuM  tw:*iui\  b»*uu:e  o«»hp.Mjim*»acih  dt*a»'a*e'nM  • 4 ‘irstu  viui6i"i  act«  lo  .i  rvei’tsh-*  * 
hascnc  a pjrjV‘j)iW2!|;fes»r.ct.  an  roy a-r.  f  •>nrn>ar:,.:r.ifao^a-*  wher  «**r  ?;cum5  Is  n»  dnten pmidy r 
Cathrec  itug/r::. £UI».-j:h «>».-. MiKf. star  &  :  Uo'Jt  <iak  hi  v’  tori  of  plresur ;  v.  is  cr. :  ruCi  ct  Ur fs  ic  catie  s oor t  *4 
foerfi-rr,  ck-e?  CiDWKki  ■metrnUinnofvig'iejs  £.*«;•«  *.!  d« hut4 c*  •JnrbufJty  t  cmnuvkn  Dfh;  l<x\  rb»*. 
cynic.f  >gn  rf  a  D»n*rwt*:hhr( uofyso*^  iyivbfir  ;:esi.*.«‘  Cr  esud i: tc  uV.  hr  CrUic  !«!.•»  H  I'tfiv*  tsatai  t*»th 
saya  •  I  th*.  svir:*s*lmyt  (lo7^.  ".aMHi  h*i.r  t  holy  ac:of  uvfivf  Vinr/ib  ■  *  SKr&'.vYwi’iiion  or  #o  ate  Imys'io'trs. 
Thus  tt*  k  ,|s-»  nrin**r ci.inHnr  » >s v*3 de m-e-ynn •»•»(• ’ira i r.*$o  anlii.alerf  i»N!nMn'r,irrii»n*’ecriu»  *t 

repre  nV  H1*  t  «■»  «  r  »r^l  r,”^  fyhj  Hy:  I  »«•  <y  I'vi  In  tt  i  »/f  «r,|  **»?•  ifv  ta*  nu(  jf  VC?V^!V,I  *“’Sd  1  **.' 

the  cv!o  v. o! !r •* 'J.t  L'  Hare,  kb'. g.rA rig':?  rv  !bjC: dvr!/.  r.i vzz  i  ‘r. b*.  •:?  r.\  \r.c  dj'Vletv’! \  *  cd  ?; *.'c 

skinh:  .k  :  acr  :  l.m  ttey  3-'-vc>s  ,:r.A  e.V>  :  purc.V  r.,r.zi'.  e'i.isr.u  is  f^r.+c'r  cf  j  :  rl: I.  hs.:  c  .t.  r.;v*"*-V  e‘L1a:c.\ 

This  ^  iii  m  >•• ,  j'^'.iHt,  a  Ic-j.'  v!  6  r'.t lus jrlcLj  •  ?*« cr«ijidl  th»..  licel*  r !  it«  cpc  ol  iai«i  .cc"  j  s  »•!  C' *ih  i;r*«*r.i!> 

boon  tint;  k  ii.'T'  iii'itO  i  *•" '."►■nju’i  uf  ihC|jidji'je  Xi  Wi’t  n  h  jii»  ji  lia.u  l  Jif  ixI'V'iiti.t  i,  TjitiVit .  t'  >|  ait  u  ii  ir.  •<"» 

nomr  i  e  a  iar  gni  uu  ii.  ■  tie  uta*  niui>  ia .«  us  bt/unu  iht  m»  <»  o-  Hit.  ce  ic,  h  ir*  i!s  uar  at1  issiv!  :i>*  uoi  i  u  Jii  >osi*t.ii  ty 
that  t*1*  ‘.eJici  vt  .7 -iJtis  o-  iack  rn.'.S'jcnsin  >,*p  f,ico  j-.*  0  Jth  o'^hrisui  111  /.  •' :e  *.p  :'s-u  asf  as  an  ti  ar  nr  i.pr  nuss  the 
euchrn  1 3;  he  s?cnu<  Isyiibnl  ot  tf  c  *  h  >ci|  J*r  ec  ;c^f  ;r»e  :or  scc.k  faseir  ctior  wth  vr-iat  r.»  nj:nt/  <rd  'e  tt  c  r.:j<  r-?t'es. 
Here  is  inixi-iced  th-  c-nosi  raber  o'  fadc-ma«cch.‘m,  y?yond  ■  ( xjjI.'O',  nlo  he  oleasu'c  0  ti.r.  code:  the  a  ce  of  discipline,  tor 
code  of  t' •  1  vreti or.  h; uinticni;'* coc*j  of  c 211-1.  on/.  Tn«; cn^nsnf  tA'o  Ihc ;  ajndweurs  0  xi^-miil  cnuval  by  >.T.fj'rr.y 
finally  dsrcvnn  i;s  ar imi  s  ir,  ‘v  ixcirj*.  ifi  c-ia-gn.  .1 e rieniirisr  r>f  th e  -ki./.ie  ic'  Hvh  r/a?:-  cl  hj  D?rd.  '-'i,'.  smcfa:iihr 
seem  (’  sr.rdTih  fcyrvwij  )!  I  u^ars*  C  ill  M'chie1,  |h;>r£'n'"»  3shi.‘  in.  ia'l'if  i1  i.:r»  jr  ima  ;/r*  («f  h;  spr-rifin':  n(  3fr  sf  ir-oivnf 
COnfil  ’*  i*':1  *  trar^2.r,li* ,r  n  ?  >  S  Z)  r0rp ,n<  ^;|I  r #ai  4in7  -y  cK*n!»(.a/K  p;  *n  ^  hrxf  Of  1 1 

Chrisf.?r:.  ’?  *  .N?r  !9j !  a5  ^r;ur  rQC  f  f>^rJy  f^»  *»|  r|r  H  I  1  ^  :  I  ini  i»ja  *s  i  if- \  » »o  *  t  r 

Christ .r? * JFJ *53 :233c  31 de :r* T: ri "c!  j^uoV jF f  I? 3r  3: s  5 F sT'fT.!?  7 .c  TT  V.Ci*:ci!  zrt  FTc ~J.s '7/"c PT! Ii7^ “il^T ! " 

well  I!:  vc'.;; d  s,  u  o^r  eg',  is  t **.f  3  ”.0  v  10I; •  a  ic*,  H.ei  L*,  e:  nos4e‘g  c , c.'uocec:  -cj  V-T  Vhrisje.'tiy  ir.  rri;  s.  C  c  crH  ier  J; , 

the  pt.iTwi  c  o,)i  o|."  i  ir.u'r  eJ  .“•  C.  <1.  i  e*1i  U'u’c  ®i  v.1'  Jl'j.:!  *».lCuli  i  .Gi  o  il6  V  'j  0  jili  j*  Cl  *i)  ii.u  ri  jc  dc  a  j  jVn/.Iu  u*.i>  ».t  .'.t,  Vt'.l.  I 
Sdint  -»i.ll  uio  ,v.  c.  •«  l  I  O  Juiil.1  Sene  Illciai  »«*■.•»,•.  i*.;itc  l*ifc  iliVOCdUOn  »•!  Inc  i  leas  ui  SadiM.’l,  Ol  a  (Jt  i r*-*  't,  DuCr'^c  w«»  M  jSicibi-. 
refleipir.-'j  ri.e  r  if.«jjf!r.iiiy  uisa:»f.tn  r *j  e age o‘ mr- u;apje nmg  jody/'ikics  in  a  rt  cr  jal''.cdu:e'.mdpieasi(rcMr 
preci:  e.  le-o  31  e  o  do  inmo «.:! 't  tic  iconic  /sl.mj'  »  :c.  rt  n?ss'C3i  settii  g,  mter  »>?(*'•  '302s  :.i»,rg  Cams  «rh  (z  imagnjry 
archi p.djir  o  >exz-  ihmiss-cus  the  larsocsiocr  o  ecdic  j  nto  dsciriir ed er-irul.^,  *jns  tn’i*  sadd'ec' oes.;  :r  tr.o’ig'itbyiityct, 
an embem iti: scene oftb-; ru»r:  wi i f. < m 2- J c r  *.hic  1  .e- 1 ic 3: ; r f  :lir:v:a  ;irt  /m\  ol  ccL^e,  orirbckn'lhi* tnoatr* u*  :aciis!c 
deligtis  j'i.’iu^LinrA.ui  iorii.finu:iJiai  jij.^tiir_L7s,£;JcL£Qri*bL?i:'.niiiiL.»I..'iaj»dr  itiu-i?icf‘_eUb2iliii_«LiiX4i>rs3ri;w_ 
belov  \n  enik/;).erc  .  tim  .  hel/min  £  »V.th’..  r rsUmH**.  3rd  tho  romai  fj'  f  gi  .ec  u!  liif  co;  tim^d  r  jt.orerr  vhu  "..or  o«rh,3  •; 
be  so  •  ju'i vrti'vo .  f  nfi<rp;ci?  be  >ii:v*  •;  1  If y  ,  nv  in  ,nc  c'h  Pr,g.i3;ra?  r,t  di  ;ri.''li'i»  •  I'nishnpil  .1  id  riparian  •; :  i|  p  TTqt 

abou.  4  jx,r'jhf  rrt$|*lf  i.*  j;  f  *|9./ h*  l'*r.»,.«B  hie  i?  :jlr^y]y  rj h* '/'i'.- ;0”iC2*  V"'f  °C*.  **  ,h<<  itrl'J  ~.t *  i ®3'rt'‘  O'  *  ijrr'f)t9r 

enligl  t: n Tiei  ir.  "sr::.  !f  r.  .s  2.  tc *v.M •  Nietisrf.o  *h’j  F.’Jrc  wj  :?..*•  ;.vi r  ;i:f d’.k  c  csi:.^  ir.  ti't  \zs\ day',  z:  .Tjo.:?..isrr. 
as  no^h.  rgne:*..  !hi"  i  cl:o  v.ti.T  cf  :*>  ;f*.2  modern  ::.rep;:r.  :/p:rbrc  *  xjz  si ».vyj  *at’jlly  f.S.zzJ  .:cfwi  :.i  z?  'j;v:rcbt:d  i  tf.inal 
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